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THE EFFECTS OF EVOLVING FAN PRACTICES 
 





 In the nearly 60 years since Doctor Who first aired in 1963, fandom and fan 
practices have not only evolved, but moved into the mainstream culture. Collecting and 
preserving information, and creating melodramatic fanfiction that explores the emotions 
of the characters, are now commonplace practices across a wide number of properties. 
This thesis examines this intersection between fandom and industry production using 
Doctor Who as a case study. Throughout Doctor Who’s original run, fans focused on 
archival practices as means of preserving the series. Today, fans draw on these archives 
to both watch and rewatch the series, which has led to an increased emphasis on 
continuity and the history of both the series and the characters. Fanworks, such as 
fanfiction often added dimension to the characters, exploring their emotions and 
psychology. This fan influence, in conjunction with the growing influence of American 
melodrama and seriality on television, can be seen in the Doctor Who revival. 
Additionally, the fans themselves who grew up watching the original series have become 
industry professionals who use their status as fans both in production and in the 
marketing of the series as a means of authentication as experts who best understand the 
property. Ultimately, I demonstrate how fandom and fan practices can color production 
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One of the Special Features on the Series 1 DVD boxset of Doctor Who (BBC, 
1963–1989, 2005–) is titled “Interview with Christopher Eccleston (BBC Breakfast).” It 
is an interview conducted by the BBC prior to the revival’s premiere. While it is 
interesting to see how the show was presented prior to its successful revival, there was 
one moment that was actually quite surprising. About five minutes in the interviewer 
states, “There’s supposedly eight thousand committed fans out there who’ve stayed year 
after year.” It is very likely that this was a shocking number when the interview was first 
released, as it may have been much higher than expected. In 2005, Doctor Who was 
simply a cultural memory. It was a classic program that had declined in its later years, 
and the last attempt at a revival was an American co-production made-for-TV movie in 
1996 (seven years after the last episode of the Classic series ended), which didn’t seem to 
understand the property at all. That eight thousand people were still dedicated fans in 
2005 was likely surprising, seeing as there hadn’t been any regularly produced televisual 
content in over twenty-five years. On the other hand, there had been novels, 
novelizations, audio dramas, and other extensions of the story through both official and 
unofficial means. Considering that, it is maybe less surprising that a few thousand fans 
were still able to remain engaged in that twenty-five-year gap. 
Watching that interview in 2021, this figure was shocking for a very different 
reason. Today, eight thousand fans are a startlingly small count. As the flagship property 
for BBC Global, including channels such as BBC America, Doctor Who has a massive 




evolved since the show’s original release in 1963 and have influenced the revival. The 
Doctor Who fandom has had decades to solidify while fan practices have become 
increasingly mainstream. The practices that characterized fandom, such as the collecting 
of both information and artifacts, are no longer seen as strange. It is easy to find a 
database dedicated to a single intellectual property, and Doctor Who has fans of all ages 
to contribute information. These reference sources, in addition to multiple ways to 
rewatch television, have led to an increased focus on continuity and an increased interest 
in how past events have shaped the present characters. Fanworks, such as fanfiction, are 
readily available on sites dedicated solely to Doctor Who as well as larger fanfiction sites. 
The melodrama, and more specifically the romance, that many of these fanfics contain, 
have demonstrated a desire to connect emotionally with characters, and that has carried 
over into the revival. Fans have grown up and now have the ability to work on the show, 
after having contributed both officially and unofficially to Doctor Who paratexts in the 
past, while technology and social media make it easier than ever to create and share fan 
content. The practices of Doctor Who fans have had a significant impact on the revival; 
compared to the Classic, there is a greater focus on continuity and narrative history, as 
well as melodrama and seriality. Continuity errors are no longer tolerated. Additionally, 
audiences are often given greater insight into what the characters are thinking and feeling. 
In the revival, fans can even have an official impact on Doctor Who by demonstrating 
themselves to be both dedicated fans and talented industry professionals. After decades of 
refinement, the Doctor Who fandom is moving into the mainstream and having an impact 






Doctor Who is the longest running science fiction television series (Chapman 
2013, 2). The original series began in 1963 and aired for twenty-six seasons before its 
cancellation in 1989. During its quarter century on television, Doctor Who became a 
“British institution and part of British identity” (Nicol 2018, 24). There is no program in 
the United States that could compare to the ubiquitous nature of Doctor Who, which 
remained part of the British cultural sphere even after it stopped releasing new episodes. 
During the long hiatus (1989–2005), content continued to be created in the form of 
novels, novelizations, audio dramas, and one unsuccessful television movie. The cultural 
influence of Doctor Who in the U.K. contrasts with the Classic series’ niche appeal in the 
United States, where it aired in syndication on PBS without an official premiere (Muir 
1999, 2). It wasn’t until 2005 that the show was revived in earnest, continuing the 
adventures of the mysterious character known as the Doctor on television, and gaining 
American attention.  
The titular Doctor is an alien from the planet Gallifrey who travels through time 
and space in a machine called the TARDIS (Time And Relative Dimensions In Space), 
which, due to a malfunction in its camouflage function, is stuck with outward the 
appearance of a British police telephone box from the mid-twentieth century. Notably, 
when the Doctor is close to dying, they1 are able to regenerate, meaning their body (and 
personality) completely changes. This is a plot and character aspect that allows for the 
 
1 Since the Doctor is capable of being physically male or female, the gender neutral pronouns 
they/them will be used when discussing the Doctor character generally. Gender-specific pronouns will 




Doctor to be recast at any point without needing to approximate the appearance of the 
previous Doctor. Though the current Doctor is female, all previous official Doctors were 
male. Additionally, although all of the official Doctors (thirteen as of 2021) have been 
white, it has been established that the Doctor can change their race/skin color. 
The program’s title comes from the fact that neither the audience, nor (almost all 
of) the characters know the Doctor’s real name. In recent years, the name “The Doctor” 
has gained significance as a specific title chosen to represent the character’s noble ideals: 
the Doctor wants to heal the universe and help the people and other sentients they 
encounter become better. This was not the case in 1963, however. In 1963, Doctor Who 
was conceived primarily as an educational program, focusing less on the Doctor’s 
character and background and more on teaching history (in the past) or science (in the 
future) by traveling backwards and forward in time. He (because the Doctor was only 
conceivable as a “he” during this initial run) was accompanied by his granddaughter, 
Susan, and two of the teachers (Ian and Barbara) Susan met while on Earth. Although 
meant to be educational, the program quickly became understood more as science fiction, 
with aliens or alien technology being present even in the past. Due to lead actor William 
Hartnell’s declining health, the First Doctor was recast in 1966 in order to keep the 
successful show on the air (“The Doctor”). 
By this time, the Doctor’s companions had changed multiple times, and the 
central focus became the Doctor’s adventures with the TARDIS. Hartnell’s failing health 
led to the regeneration character trait, which was originally limited to twelve 




end. “Companion” became the categorization for the people who traveled with the Doctor 
(although initially they were called “assistants” in keeping with the Doctor-as-scientist 
theme) and have almost always included at least one young woman. These companions 
were people the Doctor met and took a liking to, inviting them to travel through time and 
space in the TARDIS. In the original series, strict rules were in place to dispel any 
thoughts of the Doctor being romantically involved with the female companions, as that 
went against propriety (this was actually the reason why Susan was the Doctor’s 
granddaughter). However, since the revival, the Doctor has had many romantic 
encounters and has even traveled with one of their wives (having a few in over two 
thousand years of existence (“Deep Breath”), whom the Doctor marries on screen (no 
husbands yet, however).  
There were seven different Doctors before the show was canceled in 1989. These 
Doctors all had distinct personalities (and styles), but always continued the narrative of 
the Doctor landing somewhere in the TARDIS and finding a problem to mediate. The 
most well-known Doctor from that time is The Fourth Doctor (Tom Baker), who, to date, 
has had the longest term as the Doctor of almost seven years (“The Doctor”). It is his 
iconic, extremely long, and multicolored scarf that was most associated with Doctor Who 
prior to the revival. This was perhaps the most popular era of the original series, with 
many considering Tom Baker to be Their Doctor (their favorite and the one they feel best 
represents the series as a whole). Unfortunately, this interest waned with successive 
Doctors leading to eventual cancelation in 1989. 




revival. Each season was divided into serials that typically lasted three to six episodes 
and usually had little impact outside each serial, aside from cast changes or the revelation 
of plot details surrounding the Doctor (although this led to later debates on continuity). 
Enemies would return and briefly reference previous events but watching them was not 
necessary to understanding the narrative of an individual serial. This was one way in 
which the revival changed Doctor Who drastically. Season-spanning serial plots were 
introduced in the very first season, Series 1. Another significant change was budget, 
which has steadily increased since 2005 and was already significantly higher for the 
revival than the original, befitting the general increase in television budgets in the twenty-
first century relative to the mid-twentieth century. The original show exemplified low 
budget science fiction television, with monsters even being made out of trash cans and 
plungers.  
While it was a staple of British television, the original run of Doctor Who never 
gained a wide global audience (Muir 1999, 2). In the United States, it was relegated to 
PBS, which is still, to this day, publicly funded, and was not seen as a place for popular 
entertainment. However, this still followed the tradition of entertainment being both what 
American audiences sought out and what they were encouraged to seek. British 
programming was seen as high-brow and intellectual, which did not cater to the masses.  
In 1996, there was an attempt at reviving Doctor Who with a television movie. As 
an American co-production, it arguably lost sight of the inherently British nature of the 
program (Nicol 2018). Although the revival has been influenced in many ways by 




can perceive the Doctor as exporting Britishness throughout the cosmos” (Nicol 2018, 
48). This Britishness was established early on, with the Doctor representing a very British 
hero in contrast to the heroes Americans portrayed. Where these Americans were all 
about violence, explosions, and handsomeness, British heroes preferred to solve problems 
with their minds and outwit their opponents. Typically, they were also not as traditionally 
attractive, with only The Fifth Doctor (Peter Davison) presented as young and 
aesthetically pleasing (particularly as he was the youngest Doctor of the Classic series). 
The Eighth Doctor (Paul McGann) in the television movie, however, was similarly 
attractive but emphasized the sex appeal in what may be understood as the influence of 
American television, which I will discuss more in chapter 2. More tellingly, the Doctor, 
like in other American media, solved the problem with guns and high-speed chase scenes, 
rather than being cleverer than his foe. Notably, The Seventh Doctor (Sylvester McCoy) 
makes an appearance, denoting the status of the television film as officially sanctioned, 
and the Eighth Doctor remains part of the canon. However, aside from the succession of 
Doctors, much of the 1996 story has been ignored. It wasn’t until 2005 that a revival was 
once again attempted, this time as a wholly British production under the lead of Russell 
T. Davies, who had previously pitched the idea of a revival to the BBC (“Russell T. 
Davies” 2021). 
In Spring 2005, the Doctor Who revival aired with a new Doctor, the Ninth 
Doctor, played by Christopher Eccleston, whose name was well known at the time. Most 
significantly, the revival was presented as being the product of a single creative force, or 




already-established Doctor character, the show was classified differently. First, the 
Doctor Who revival was under the purview of BBC Drama, giving it a different 
connotation than would be expected of the quirky, low-budget, educational television 
series of the twentieth century. Second, rather than continuing to classify the seasons as 
seasons (making this first season of the revival Season 1), Doctor Who followed the lead 
of contemporaneous British television and called the new seasons ‘Series’ with the first 
season of the revival being Series 1.  
Calling the first season of the revival “Series 1” separated it from its past, 
although that was not the case narratively. The change suggests that the revival can be 
watched without any knowledge of the original, which was true at least while Davies was 
showrunner. It also signifies a newness, in which Doctor Who has a larger budget, better 
special effects, and better writing, distancing itself from the low budget original that 
ultimately declined in its later years. The relationship between the Classic series and the 
revival is comparable to Star Trek: The Original Series (NBC, 1966–1969) and Star 
Trek: The Next Generation (1987–1994); “The Next Generation” denotes a separation 
from the original narrative because it suggests that years have passed since the original 
series. In this case, starting with Series 1 suggests that there was nothing before it, or that 
what came before it is irrelevant.  
This was a particularly good move for the show’s US distribution, where such a 
long and relatively inaccessible history would have been daunting for new American 
viewers. Doctor Who has an enormous back catalogue both in its twenty-six years 




cancellation. However, this back catalogue still remains incomplete due to the BBC 
practice of reusing tapes.  
The revived Doctor Who originally aired on the Sci Fi Channel in the US, which 
classified the series as a niche program to the American audience through its airing on 
this genre-niche cable channel. The Sci Fi Channel did not pick up the series until 2006, 
though, almost a year after it began airing in the U.K. and only months before the Series 
2 would begin, meaning its initial American run was significantly delayed from the U.K. 
schedule (“American opening for Doctor Who”). Doctor Who would have a home on 
both the Sci Fi Channel and, later, BBC America until after Series 4. Beginning with 
what are now dubbed “The David Tennant Specials” in 2009, Doctor Who became a 
staple of BBC America (“Doctor Who in the U.S. and Canada”). The episodes were still 
delayed by months, however, although the gap was beginning to close. “The End of 
Time” parts 1 and 2 respectively were both aired only a day after their British release. 
The Christmas Special following Series 5 would be the first episode to air on BBC 
America the same day as it did in the U.K. and this pattern has continued with the 50th 
Anniversary Special; “The Day of the Doctor” simulcast globally.  
The simulcast of both the 50th Anniversary Special, “The Day of the Doctor”, and 
the special announcing the casting of Peter Capaldi as the Twelfth Doctor in 2013 was a 
huge boon to Doctor Who in the U.S. That such an action was seen as commercially 
viable signified how much the Doctor Who fan presence in the United States (and 
globally) had grown. The Series 5 premiere was record-setting for BBC America, and the 




to find at American retailers and was one of the properties used to promote the HBOMax 
catalogue prior to its release. In the U.S., Doctor Who is now a recognizable title. 
The history of Doctor Who informs some of the choices made for the revival and 
demonstrates areas in which fan practices had an influence. In the U.S., Doctor Who was 
originally considered a cult text, but has now become a recognizable franchise. The 
decision to revive rather than reboot could have been problematic were it not for the 
acknowledgement of what drew fans in the first place. A revival maintains the continuity 
of the original series, while a reboot creates a new continuity from the same premise. The 
Doctor character was always the focus, but now their thoughts and emotions are exhibited 
more clearly. They are acknowledged as a person rather than an infallible icon. The 
internet has decreased the distance between fans and industry professionals, but the fan 
practices that have influenced the revival started long before that. This thesis looks to 
interrogate how the Doctor Who revival was influenced by fan practices and what those 
practices were in the hopes of better understanding how the increasingly mainstream idea 




When examining fandom, it is of course necessary to turn to Henry Jenkins’s 
seminal 1992 work, Textual Poachers. Fans are those that enjoy specific intellectual 
properties, make that enjoyment part of their identity, and often form communities 
around that identity (Jenkins 3). There are many overlaps between different fan 




41). To be a part of fandom indicates involvement in established fan practices. Jenkins 
(1992) uses the term “poacher” to describe how fans take ownership of their valued 
property (27–28). These poachers both consume their media text as well as directly 
interact with it through discussion or fan creations. As such, these communities possess 
their own autonomy and status.  Despite many fan practices being historically attributed 
to female fans, male fans dominate the cultural concept (Jenkins 1). Additionally, as 
Benjamin Woo (2017) notes, these fans are typically thought of as white whenever race 
isn’t specified (245). This assumption reflects the erasure of minority groups within 
fandoms. More representation is required within this area of study that already focuses on 
sex/gender and socioeconomic status to create a more complete picture and also create a 
space that is more inviting to minority fans (250).  
Suzanne Scott’s 2019 book Fake Geek Girls examines how female fans are 
marginalized both within fan communities and in the media industry. Fan practices 
originated by women have been continuously reappropriated by males leading to the 
stereotypical image of fandom as a masculine pastime (4). The stereotypical fan is 
decidedly male despite the massive female presence throughout the history of fan 
communities and within contemporary fandoms. In dominating fan spaces, males erase, 
ignore, or invalidate female contributions even as such contributions may be co-opted by 
the dominant fan group (11–12). In the course of this discussion, Scott touches on the 
concept of the “fanboy auteur.” The fanboy auteur is a male industry professional that has 
been given authorial credit for their iteration of an intellectual property of which they are 




became involved with a project within that franchise. Scott discusses how these fanboy 
auteurs are notably fanboys (168–169). Anastasia Salter and Bridget Blodgett (2017) 
similarly examine the gender inequality within fandom. There is a double standard as to 
who qualifies as a fan within fandom. While male fans are automatically accepted, 
female fans are often accused of being disingenuous, even as they display the same fan 
behaviors (172–173). One way in which female fans threaten the patriarchal order is 
through their critique and subsequent redefinition of masculinity, often by exploring the 
concept in queer spaces, such as slash fanfiction (159). Female voices are delegitimized 
in favor of male perspective which often matches the positioning of the original work. 
The female perspective, therefore, threatens the dominant male understanding of what 
masculinity is and what it means to be a man in society (183). The whole point of the 
fanboy auteur is to instill confidence in both the audience and the industry. As a male fan, 
this individual can be trusted with creative control over the property, while as an 
established industry professional, this auteur has proven that they understand how to 
create something that will result in cultural and monetary profit (172). The fanboy auteur 
identifier is essentially a means of marketing and cultivating a brand as an auteur.  
Denise Mann (2009) describes how the responsibilities of the auteur have been 
steadily increasing. They are becoming brand managers for the properties they create 
(99). Being the creative driving force requires a deeper understanding of the media 
industry beyond just producing content (106). Showrunners, for example, are expected to 
interact more with fans in order to shape the discourse. However, while the auteur 




artistic expression reduces television to a purely commercial medium (111). Regardless 
of whether or not it can be called art, building a franchise around an intellectual property 
is a demonstration of success as paratexts become more widely available, further 
enhancing the brand image (112). Derek Kompare (2010) similarly details how 
authorship is extending to paratexts. Podcasts, for example, are one means of directly 
addressing the audience (103). Through this address, the auteur can market both 
themselves and the property. This also taps into the cult nature of a text, encouraging the 
fan to increase their participation and exploration of the narrative world (101). The line 
between showrunner and audience remains fully intact, though, even as the fan feels an 
additional sense of ownership (110). Catherine Johnson (2005) discusses the relationship 
between content creator and audience, noting how science fiction and fantasy texts can 
inspire passionate devotion. Some showrunners created hybrid genres by adding 
melodrama and seriality to science fiction and fantasy concepts creating programming 
“designed to attract the fan-consumer taste market” (100).  
Lisa Schmidt (2013) examines the history of melodrama and seriality and how it 
has been applied to television. While she specifically focuses on  the application of 
melodrama and seriality to contemporary horror television series, the increased seriality 
and melodrama in most genres of American television make these narrative devices 
applicable to a wide variety of genres, particularly science fiction (160). In science 
fiction, vast narrative worlds are created that possess rules different from reality. 
Sometimes these worlds can be complicated and difficult to understand which is why the 




relationships often include excessive emotion and evolve as time goes by, which is how 
melodrama and seriality build on each other (166). Together, they create the story. Jane 
Feuer (1984) and Lynne Joyrich (1988) describe melodrama and seriality as traditionally 
feminine attributes (Feuer 1984, 5; Joyrich 1988, 229). Historically, these traits have been 
best demonstrated in soap opera, which is one of the most feminized genres as it was 
designed with the goal of appealing to women. However, melodrama and seriality have 
not always been characterized as such. Schmidt (2013) explains that Nineteenth century 
literature was heavily serialized, with classic novels such as Great Expectations 
originally published in serial format (162–163). Additionally, melodrama was more 
concerned with excess, but not feminized (169). Melodramas were stories with excessive 
action, emotion, and spectacle (165). Such excess has become commonplace in American 
television and is often used as a marker of Quality in some spaces. Such Americanization 
has affected the media in other countries. 
Fanfiction also places an emphasis on melodrama, but this is often in the form of 
romance. Constance Penley (2014) and Patricia Frazer Lamb and Diana I. Veith (2014) 
suggest that slash fiction, or fanfiction that puts two characters of the same sex in a 
romantic and/or sexual relationship, is a way of exploring a relationship of equals (Penley 
179; Lamb and Vieth 99). Jenkins (1992) explains that fanfiction possesses a subversive 
potential in that it is taking an already defined text, likely created in the dominant 
patriarchal culture, and looking at it in different ways (34). These larger communities 
possess “a discursive logic that knits together interests across textual and generic 




fans are creating their own culture from a multitude of texts, then this can affect the ways 
in which fanfiction writers, for example, make meaning of a text. Fanfiction writers can 
explore a text through other lenses, which are provided by other texts, or the pieces of 
culture that the fanfiction community has accumulated.  
Fan communities can also shape how a text is discussed, as is the case with the 
fans cum showrunners of Doctor Who. Paul Booth (2014) critiques how canon is built in 
Doctor Who. Doctor Who is frequently discussed in terms of who the current Doctor is, 
or, since the revival, who the current showrunner is (195). This divides the series into 
specific eras with specific characteristics and narrative details. The details from these eras 
all build on each other, which is how canon and continuity are constructed. The problem 
with this, however, is that it doesn't allow for any detail that goes against the previous era 
(209). For example, the Classic series states that the Doctor can only regenerate twelve 
times. In order to maintain continuity, the writing staff had to find a way around this rule, 
if they wanted to keep regenerating the Doctor. Two different showrunners provided 
explanations. The first, that the Doctor’s race, the Time Lords, gave him additional 
regenerations, was established by Steven Moffat to fit into both the original series and 
what he constructed during his era (“The Time of the Doctor”). In contrast, the most 
recent showrunner, Chris Chibnall, narratively established that the Doctor has always 
been able to regenerate an infinite number of times (“The Timeless Children”). This later 
point contradicts previous eras, thus destroying continuity. 
Booth argues that this is not the best way to examine Doctor Who as a text. He 




and thus evolve, while setting specific periods sets details in a more concrete and fixed 
way (207). In an archive, data accumulates over time that can replace, edit, or rewrite old 
data (202). It becomes a massive collection of information with canon and continuity 
being updated to reflect any changes. This renders all narrative details canon, with their 




In Chapter 1, I use Paul Booth’s article as a foundation for how fan archives have 
had an impact on the revived program. This chapter argues that fan labor and industry 
practice influence each other. How fans construct canon both influences and is influenced 
by the BBC and the merchandise that gets released. Specifically, the BBC manages 
Doctor Who through emphasis on different eras based on who is the Doctor. This can be 
seen in home releases, such as DVDs, which always specify which Doctor is present. 
However, the only reason the BBC can release Classic Doctor Who for home media is 
because of the efforts of fans to recover the content the BBC lost when it was reusing 
video tapes instead of buying new ones (junking). This interest in the narrative history 
within the canon is a development that resulted from the ability to rewatch and actually 
examine continuity. Because continuity is now highly valued, this is emphasized in the 
revival. Not only does the revived Doctor Who try to maintain strict continuity within 
itself, but it also draws on the Classic series from time to time. The emphasis placed on 




tension for the character and their companions.  
Chapter 2 looks more deeply at genre hybridity and how melodrama affects the 
science fiction series. Doctor Who demonstrates tropes reminiscent of American soap 
operas in focusing on seriality to create melodrama. Each season typically has an 
overarching plot that provides another layer to episodes, even when they do not relate to 
the wider narrative. The Doctor often emphasizes their age, referring back to the Classic 
series and their adventures that time. Fanfiction also displays melodrama, often exploring 
the thoughts and feelings of characters, particularly regarding romance, which is present 
in the revival from the premiere. The Doctor experiences romances that last multiple 
seasons and romances that are contained within a single episode. When the Doctor is no 
longer involved with these people, because that is what happens to companions, the loss 
creates new emotional wounds to be explored.  
My final chapter, Chapter 3, draws on Scott’s discussion of the fanboy auteur. I 
look at how each of the three showrunners, as professed fans and industry professionals, 
have interacted with and influenced the narrative of Doctor Who. In co-opting feminine 
fan practices, these showrunners each put a different degree of emphasis on the original 
series. I argue that how much the showrunner refers back to the original series reflects a 
degree of gatekeeping. The first showrunner, Russell T. Davies had the responsibility of 
reviving a classic while also creating something that would appeal to a modern audience. 
This required a balance of what to bring in and what to leave behind. Steven Moffat, the 
second showrunner, fully encapsulates the idea of the fanboy auteur, presenting himself 




series. The third (and current) showrunner, Chris Chibnall has always been presented as a 
fan, but he is much more interested in updating the Classic series for a modern audience. 
He limits his use of seriality and focuses on the relationships between the Doctor and her 









January 1, 2010 marked the end of an era for Doctor Who. Not only did the 
Doctor regenerate, but the showrunner, the man responsible for the revival, Russell T. 
Davies, stepped down as showrunner. That same year, Davies published a book called 
The Writer’s Tale: The Final Chapter. Written with Benjamin Cook, The Writer’s Tale: 
The Final Chapter gives the reader a behind the scenes look at Doctor Who through 
pictures and commentary, but also through previously private emails and text messages. 
Where does this impulse to not only compile and collect such information come from? 
There are excerpts of scripts and multi-page emails that provide insight into the 
production process, but there are also emails like this one: 
 
 
(from The Writer’s Tale p. 531) 
 
This email comes from a section in which Davies provides detailed insight into writing 
“The Waters of Mars,” “The End of Time — Part 1,” and “The End of Time — Part 2.” 
In a long section, which Davies (2010) begins by describing his weak ankles, Davies 




first time in twenty-first-century Doctor Who [the Doctor says] he stole the TARDIS” 
(528). There is then the email correspondence between Davies and Benjamin Cook, with 
details relevant to production, but it is not without the kind of quips and informal 
language that would be expected in private emails between people who know each other 
well. What is the point of including such seemingly meaningless content for purchase, 
presumably by fans? This question is connected to a broader question: why do fans 
compile databases and wikis with details about even the smallest continuity error or 
barely mentioned character? Matt Hills and Joanne Garde-Hansen (2017) point to 
“paratextual memory,” which relates not only to “being there” for cultural moments but 
also includes “memories… inserted around texts, and texts’ transient contexts… inserted 
into memory” (158). This “Paratextual memory yearns for a ‘thing’ to attach itself to: an 
object, an archive, or a material form of media ranging from T.V. listings to all manner of 
merchandise. Crucially… this enables fans to demonstrate they ‘were there,’ objectifying 
fan-cultural capital or authenticity” (Hills and Garde-Hansen 2017, 165). In other words, 
the compiling of things related to Doctor Who, from physical objects to information and 
knowledge is a way for fans to connect more deeply with the series.  
Hills and Garde-Hansen argue that the compiling or collecting of various texts 
and materials is a means of gaining cultural capital within a specific (e.g., the Doctor 
Who) fandom. Collecting and then sharing such an archive demonstrates vast knowledge 
about the series, which demonstrates fan authenticity. Collecting both tangible and 
intangible materials, such as toys and knowledge respectively, is ascribing meaning to 




Hills and Garde-Hansen 2017, 165). This helps create a coherent narrative and 
emphasizes historicity as “[w]ithout collectors, what survives seems random''(Jenkins 
2018, 228). This archival practice directly influenced how Doctor Who was resurrected in 
2005 by emphasizing the importance of the original narrative history of Classic Doctor 
Who. This history was protected and collected by fans and could thus be available for use 
in the revival, even as the new series continued to add to and interact with the fan-curated 
archive.  
 
Academic Doctor Who Fans and the Archive 
 
Building off of general notions of fan capital, Matt Hills (2015) discusses 
academic Doctor Who fans in “The expertise of digital fandom as a ‘community of 
practice’: Exploring the narrative universe of Doctor Who,” where he describes 
“enhanced fan legitimacy” (364). In that article, Hills is referring to how Doctor Who 
fans write academic texts about the show, which is weirdly common (relative to other 
popular fandoms) and has been for decades. One example of academic archival work is 
John Kenneth Muir’s A Critical History of Doctor Who on Television, which analyzes the 
show, recounts its history, and examines every episode during its original run. Muir’s 
book, published in 1999, is directed at an American audience with the goal of 
“introduc[ing] the unknowing in America to the world of Doctor Who and to document 
the history of its long television adventure” (6). It is notable that this book was written 




1996 television movie co-produced by Universal Studios. It demonstrates how “Doctor 
Who fans, more than anything else, were children of the Word… strongly influenced by 
[enhanced degree] level literature studies” (Booy 2012 qtd in Hills 2015, 364). There is a 
tendency to examine Doctor Who the way an academic examines literature or history. 
Like literature, Classic Doctor Who was made up of serials, with segments released 
weekly that together form a complete narrative. Doctor Who also depicts history, with the 
ability to time travel, but the show itself also has a long history. Few television series can 
compare, which is perhaps why academic modes of analysis are so frequently used to 
make sense of it. However, there is one specific genre of television that can match this 
longevity and provide insight into how to understand Doctor Who and its fandom. That 
genre is the American Soap Opera. 
Like Doctor Who, many American soap operas have been on the air for decades. 
Doctor Who began in 1963 while some American soap operas pre-date television. What 
other fictional program can match decades upon decades of content and fans? In recent 
years, the Doctor Who revival has made a point of referring back to its many decades of 
material, while soap operas are built on relationships developed over the years. Even if 
not explicitly discussed, the events of the soap opera’s narrative past have shaped 
characters years later. In Her Stories, Elana Levine (2020) states that “the U.S. daytime 
TV soap opera has a remarkably robust archive,” that is built upon not only the work of 
industry professionals, but also of fans (14). Doctor Who fans have been similarly 
dedicated to preserving content. 




how internet forums not only provided a platform for fans to discuss soap operas and 
build a more unified fan community but were also an important resource for new fans 
who would not know the decades of history behind the characters or the narrative world. 
Writing in an essentially pre-social media world, Ford (2008) explains, “fan discussion 
forums have likewise become sites for community building, fan criticism, fan 
performance… and fan proselytizing, especially when it comes to bringing new 
community members in” (8.3). Muir’s (1999) text is able to serve a similar purpose, but 
he also notes that, “The Internet unites Doctor Who fans from all over the world, presents 
new adventures… and is a valuable resource for people wishing to learn more about the 
series” (433). Muir’s book lists every Doctor Who television serial of the Classic series 
with details about the writers, airdate, plot, and more. Muir also refers to some of the 
early versions of what Ford describes, those websites that “offer episode guides, cast 
information, and notable dates in Doctor Who history” (Muir 1999, 432). These resources 
make it easy for a fan to increase their knowledge, if they choose to do so. Part of what 
makes Muir’s book a useful reference guide is that the information is consistently 
organized chronologically based on Doctor (who played the Doctor first, second, third, 
etc.). 
Inside the TARDIS by James Chapman is another example of an academic work 
that details the history of Doctor Who. Like Muir’s book, Chapman’s follows the same 
chronology, with each section built around one of the Doctors (with a chapter dedicated 
to The Sarah Jane Adventures, a Doctor Who spin-off, as the one exception). However, 




While Muir’s book and many internet sites are set up to find specific information quickly, 
Chapman’s sections are more about narrating that particular era of Doctor Who, 
seamlessly moving from episode to episode while providing context. Like Muir and the 
internet, Chapman reconstructs Doctor Who as a complete narrative entity, but Chapman 
further emphasizes this sense of a single cohesive canon.  
 
Canonicity, Periodization, and Archival Practices 
 
In today’s media landscape, narrative continuity, complexity, and canonicity are 
highly valued. This is arguably in part because of the increasingly ubiquitous nature of 
video-on-demand technology in the streaming era that enables multiple viewings. This 
was not the case when Doctor Who first aired in 1963–1989, however. There was no 
internet database to check nor were there many opportunities to catch continuity errors 
because there was little ability to go back and watch it again as home video recording 
equipment only became popular near the end of its run. In fans’ work creating databases 
and physical guides, such as Muir’s, Doctor Who was turned into a cohesive narrative 
rather than interconnected stories that can be enjoyed as they are released. Fan archiving 
and collecting allowed Doctor Who to be understood as a holistic series with an extensive 
narrative world instead of simply a collection of relatively closed-narrative serials, which 
was how the original run of Doctor Who aired. So, while the 2005 revival of Doctor Who 
has made every effort to maintain continuity (and avoid errors), the vast and sometimes 




In “Periodising Doctor Who,” Paul Booth (2014) describes how Doctor Who is 
consistently periodized, or chronologically organized and sorted into time periods based 
on a selected attribute, like who is playing the Doctor or who is the showrunner/script 
editor. Booth argues that this periodization method is not the best way to organize the 
vast amount of information and content, however. His main argument is that an archive is 
a better approach because an archive compiles all relevant information while 
periodization is more interested in specific narrative details that create a cohesive canon. 
Booth (2014) explains, “An archive can never be completely closed, for it must always 
allow the continual renewal of new information” which includes the ability for plot points 
or narrative details to be edited, rewritten, and reexamined (207). Even as each Doctor’s 
period is seemingly set in stone, there are occasionally stories in which former Doctors 
return. Periodization points out that there is a plot detail that only the most recent Doctor 
will retain those memories, and therefore the details are irrelevant to those past Doctors. 
An archive would have that information included in the details of all Doctors present for 
that story or episode.  
Booth (2014) further notes that “With periodisation, problems over quality 
‘always exclude parts of the whole’: some eras of Doctor Who are ‘less “proper” than 
other examples’” and that any “rupture in the series’ history… mark[s] a point of 
estrangement that reveals the artificiality of periodisation” (208–209). In other words, 
there are certain eras that are considered either better examples of Doctor Who or are 
simply more canonical. For example, because the Eighth Doctor television movie was an 




Doctor era has the potential to be declared invalid. Additionally, the TV movie includes a 
plot detail that the Doctor is half human, which goes against all previously established 
character details. This continuity error breaks the narrative coherence and stands out 
because it was such a violent breach of canon. 
Booth (2014) points out that in one of the earliest Doctor Who serials, “The 
Aztecs,” the Doctor claims that he cannot interfere in history and that time cannot be 
rewritten. Booth (2014) uses this example to explain that “Despite what the Doctor 
[says]... time can be rewritten, both diegetically and non-diegetically” (212). The idea of 
interfering in history, fixed points in time, and the ability (or lack thereof) to rewrite 
history has been present throughout the series. For example, in “The Waters of Mars,” a 
Tenth Doctor special that aired in 2009, the Doctor encounters the first human colony on 
Mars in the year 2059. Early in the episode, the Doctor realizes that the events that he is 
intruding upon are “fixed” and therefore cannot be changed. The Doctor even explains 
that the events are so immutable, that the lead colonist was intentionally spared from a 
deadly alien force as a child because she had this role to play when she grew up. Despite 
this, the Doctor chooses to intervene: “there are Laws of Time. And once upon a time 
there were people in charge of those laws but they died… Do you know who that leaves? 
Me! ...the Laws of Time are mine and they will obey me!” (“The Waters of Mars”). This 
emotional scene is the culmination of the Tenth Doctor’s arc in which he is still 
overwhelmed with the burden and isolation as the last of his race and the guilt he feels 
over the many characters that have died for or because of him. The Doctor has always 




with the destruction of the Time Lords motivating the plot of the revival, rewriting time 
around fixed points became nearly impossible. Basically, the revived show further 
emphasized that time cannot be changed in certain key moments precisely because the 
Doctor is the only Time Lord left in the universe. In fighting the fixed events in “The 
Waters of Mars,” the Doctor proves the rule, although with a caveat. The episode ends 
with the Doctor rescuing the leader of the colonists and two other scientists. The leader, 
aware that she is meant to die, kills herself back on Earth, thus preserving the events that 
lead to greater exploration into space. It is a paradox, though: did she die because that 
was her fate or because she was told that was her fate? The series does not directly 
answer that question. Additionally, two colonists survive who were not supposed to, but 
this seems to be within the rules of what can and cannot be changed because they were 
not directly connected to the fixed event of the leader’s death. 
Another example occurs in Series 6 where it is established the Doctor’s death is a 
fixed point in time: on April 22, 2011 at 5:02pm at Lake Silencio in Utah the Doctor is 
killed by someone in a 1960s-era space suit. He knows about this and his companions 
witness it, which means that there is supposedly no way to avoid the event. However, in 
the season finale, River Song, the person who is supposed to kill the Doctor (both by the 
nefarious design of a villain and according to the paradox of the fixed point) chooses not 
to, causing time to stop working properly. The Doctor explains, “Nothing happened. And 
then it kept happening. Or, if you’d prefer, everything happened all at once and it won’t 
ever stop” (“The Wedding of River Song”). The only way to “fix” time is for the Doctor 




they are at the center of why time has gone wrong. There are some significant plot holes, 
though. One such plot hole is that this is all happening within some kind of bubble. 
Outside of their time bubble, the rest of the universe is progressing normally. River Song 
explains that she has sent out a message for the Doctor asking for help from those outside 
the bubble. The many positive responses from alien civilizations are depicted as an 
astronomical anomaly and is meant to visually depict how much the universe cares about 
the Doctor. Despite the guilt the Doctor carries, he has still saved many lives over the 
course of his own long life. This time bubble concept is never explained beyond how it 
operates; the how and why of its existence boils down to a plot device. This plot device is 
a small narrative rupture that draws attention to the inconsistency of the canon, as Booth 
describes. However, the biggest plot hole is that the Doctor never intended to die. The 
Doctor lives through the episode, but time isn’t harmed. The Doctor survived by 
shrinking himself down to hide in a robotic version of himself: “A Doctor in a Doctor 
suit. Time said I had to be on that beach, so I dressed up for the occasion” (“The 
Wedding of River Song”). The entire point was that the Doctor has no choice but to die at 
the end of this season, but he lives. This paradox is an example of how Doctor Who can 
“be rewritten as it goes” (Booth 2014, 209). While the beginning of Series 6 sets up the 
specific scene of the Doctor dying in Utah, the events at the end of the season rewrite that 
incident, allowing the Doctor to live. 
These are just two examples of stories which prove the validity of Booth’s point. 
The rules must be continuously readjusted to suit the time-traveling narrative, so a fixed 




designed around the Doctor interfering in the events they happen to encounter while 
traveling through time. This creates a cognitive dissonance. The show specifically 
follows the exploits of the Doctor as they move forwards and backwards in time, 
seemingly at random. This means that the Doctor’s chronological past is different from 
that of someone without a time machine because they do not have to experience events in 
the order in which they happen. In light of such dissonance, the archival process Booth 
describes is the best way to manage the vast amount of Doctor Who content, but the show 
continues to narratively resist this idea. Although the Doctor, as a time traveler, can move 
forwards and backwards and even interact with past versions of themself, there is still a 
static order to the official canonical Doctors. Rules and facts are established within the 
narrative universe during each Doctor’s era and these eras are expected to line up with 
each other. However, it doesn’t actually make sense for the show to be focused on the 
exploits of one single character when the actors and the creative team change regularly. If 
you replace a broom’s handle and then later replace the broom’s brush, is it the same 
broom? Doctor Who argues that it is while the discourse and fans continue to monitor and 
record each handle and brush.  
Piers D. Britton (2011) expands on how Doctor Who’s vast amount of content 
over the years complicates efforts to establish a concrete canon in TARDISbound. Britton 
(2011) explains, “[c]hronological analysis of the Doctor Who narrative is not particularly 
useful unless conditions of production and reception are the main focus… changes of 
tone and narrative… have often accompanied changes in production personnel, which in 




Doctor Who resists canonicity because change is a fundamental aspect of the program. 
Narratively, this theme of change can be seen in the Doctor’s ability to regenerate, while, 
industrially, this change manifests itself in who manages the overall narrative. Since the 
revival, this manager has been the showrunner, and the showrunner has changed over 
time. Although the television showrunner was not a fully established position during 
Classic Doctor Who, there was still someone responsible for maintaining consistency 
within the show, such as a producer or script editor (Booth 2014, 195). Britton (2011) 
goes on to explain that the stable narrative elements and the wider narrative world kept 
audiences watching. The ongoing story of the Doctor is what viewers want to follow, 
despite the show’s instability. Britton (2011) summarizes the crux of the issue: 
In spite of going through periods of obsessive reference to its own past, Doctor 
Who has much more often breached its own internal continuity. This is partly due 
to its sheer length and proliferation, partly to the fact that its narrative has always 
been open and haphazard in nature. (17) 
 
Another reason why Doctor Who resists canonicity is because it has been a ragtag 
production since the beginning. The original series did not adhere strictly to a specified 
set of rules for the narrative world. Beyond the basic premise, which is following the 
Doctor as they travel in the TARDIS, there weren’t many firmly established guidelines. 
Those that did exist had more to do with the Doctor’s basic character and how they 
interacted with other characters rather than specific narrative details because the goal was 
to keep the Doctor mysterious. In other words, the original series made it up as it went 
along, which resulted in discontinuity even before the show was revived. It is only now, 





Beginning with the first season of the revival, Series 1, Doctor Who regularly 
implements season-long plot arcs, with episodes that build on each other to create a 
continuous narrative. In Series 1, the phrase “Bad Wolf” appears again and again 
throughout the season, either as something someone casually says or written somewhere 
in the background. The phrase is explained in episode 13, “The Parting of the Ways.” In 
this episode, the Doctor’s companion, Rose, is trapped in the present after the Doctor 
sends her back from the future in order to save her life. While desperately trying to get 
back to him, she once again sees the phrase “Bad Wolf” and realizes that she has seen it 
in the past, present, and future during her adventures with the Doctor. This makes her 
realize that if those words can appear multiple places throughout time and space, then she 
can get back to the Doctor. She absorbs part of the Time Vortex within the TARDIS and 
in doing so, is able to return to the Doctor in the future. She then uses her temporary 
powers to plant “Bad Wolf” throughout time and space, thus leading her to absorb part of 
the TARDIS, which leads to her planting that phrase, and so on. This paradox 
demonstrates how time travel can complicate the idea of continuity, but also 
demonstrates how the Doctor’s point of view is what the show follows. He recognized 
“Bad Wolf” throughout the season, but didn’t know what it meant until he got to the 
point in his chronology where it was relevant. As a time traveler, the Doctor’s past and 
future do not occur in the same order as the rest of the universe. The paradox keeps 
continuity intact, but is also one of the ruptures Booth describes because it is an endless 
loop of events without a clear beginning or end. The paradox makes the viewer aware of 




based on the events. If the paradox is removed, the narrative continuity falls apart.  
The Doctor has a set timeline, one that is only chronological to the Doctor’s 
perspective. Sometimes, the Doctor’s timeline intersects with itself and the future impacts 
the past. For example, the Doctor’s timeline intersects with itself in the 2012 Christmas 
Special, “The Snowmen.” In the nineteenth century, the Doctor gives the main villain, the 
Great Intelligence, a map of the future London Underground and describes it as a 
significant vulnerability to future London (“The Snowmen”). Someone familiar with 
Classic Doctor Who will understand that this is a reference to a Second Doctor serial in 
which the Doctor faces the Great Intelligence (also Yetis). Notably, this serial, “The Web 
of Fear” includes a number of missing episodes. At the time of “The Snowmen”’s 
release, only one episode had been found. Since then, five additional episodes have been 
recovered and the last one is being animated, so that the completed serial can be released 
on BluRay in 2021 (“The Web of Fear,” TARDIS Data Core). This means that, in 
addition to the already complicated narrative continuity, there are also outside factors that 
complicate periodization as content is released to the public outside of where it 
chronologically occurs. 
 Matt Hills (2015) agrees with Britton’s assessment that the vast amount of content 
complicates canonization, explaining, “that fans negotiate a fractured rather than coherent 
continuity” due to the “breaches” in continuity that Britton describes (361). Canon or 
continuity is often shaped by the fans. As part of reception, fans have to do the work of 
negotiating between apparent errors and the continuity they are familiar with. We can 




Soap operas invite viewers into a community where they get to know each 
member intimately. Most often, viewers are privy to the daily actions of people 
within that community, but not to the inner thoughts and motivations of 
characters… The most common drama point on any U.S. soap opera is the 
moment before a scene cuts away, in which the viewer is invited to interpret the 
sincerity and motivations of characters by examining their facial expressions, 
leading to speculation about what the characters will say or do next. (3.2) 
 
Soap opera viewers look for deeper meaning in how the characters express their emotions 
and what emotions get expressed. Because it is left ambiguous this leads to different 
interpretations. What is happening in the story may differ depending on who is telling it, 
making it difficult to establish a concrete history. Similarly, Hills (2015) points out that 
established canon can shift dramatically based on small details. This can happen because 
the writer only implied the answer to a certain question. This can also happen when fans 
take a small detail and extrapolate into something more significant. 
For example, a recurring character in Doctor Who Series 1, 2, and 3 is the Face of 
Boe. The Face of Boe is a giant alien head that is said to be thousands— if not millions— 
of years old whose origins and history are unknown. At the end of Series 3, Captain Jack 
Harkness, a character introduced in Series 1 and one of the leading characters in the spin-
off Torchwood, innocently remarks that the Face of Boe was his nickname when he was 
young (“The Last of the Time Lords”). The implication is that Captain Jack Harkness, an 
immortal character, lives so long that he eventually becomes the Face of Boe whom the 
Doctor previously met. This is a topic that is still up for debate, however, because the 
writer, Davies, insisted after the fact that it was a joke, while the Executive Producer at 
the time, Julie Gardner, still insists it is canon (“Face of Boe” TARDIS Data Core). 




been explicitly confirmed or denied narratively. This leaves the topic up for debate and 
therefore cannot be seen as canon. The theory can be seen as part of the Doctor Who 
universe and fandom archive, but not canonical to the show itself. While the original 
series had plenty of continuity pitfalls, the revived series works to avoid them, in part 
because it is now easy to re-watch old content to check. 
 
Re-watching and Fan Recording 
 
Aiding the ability to police continuity is the ability to re-watch. Derek Kompare 
(2006) explains how television’s functions and consumption changed with the advent of 
video and video recording, which resulted in “the ability to selectively play back pre-
recorded programs” and fundamentally changed how television could be consumed 
(336). Previously, television was best explained by the “flow model,” which Kompare 
(2006) explains “is premised… on the aggregate experience of television over time” 
(340). Time-shifting, the ability to record programs for later viewing, led to a desire to 
keep recordings for additional viewing indefinitely, which led to a market in which 
content could be officially released for home media. This created the “publishing model,” 
which separates viewing into increments or “discrete objects” that can be viewed in any 
order based on the consumer’s preference (340). The BBC and Doctor Who owe a lot to 
fan recordings, however.  
Doctor Who has almost 30 serials that are either incomplete or missing altogether. 




people connected to the BBC and learned that in 1979 “[o]ut of 253 produced episodes of 
Doctor Who, the BBC had not a single original copy left.” Sue Malden, a BBC archivist, 
explains that due to television’s historically ephemeral nature, it didn’t make sense to the 
BBC to save content, though Muir (1999) refers to it as “penny-pinching practices” 
(116). Rossen’s article explains that archiving taped episodes of television by the BBC 
required two key things: space to store tapes and money to buy new tapes. Therefore, the 
BBC took to wiping any content deemed no longer useful so they could reuse those tapes 
for something else. It is only thanks to fans and historians who kept their own recordings 
that any content was recovered. To repeat: “Without collectors, what survives seems 
random” (Jenkins 2015, 228). However, this is only if anything survives at all. The 
paratextual memory that Hills and Garde-Hansen (2017) describe, the feelings and 
nostalgia associated with their recordings, was what enabled this content to survive. 
Doctor Who is not the only wiped program the BBC hopes to recover. When 
Malden became the BBC’s Archive Selector in 1978, she began to investigate why the 
BBC was missing so much old content and used Doctor Who as one such test case 
(Molesworth 2013, 159). This led to her discovery of the junking policy and the creation 
of multiple groups specifically tasked with finding lost content. In the case of Doctor 
Who, episodes were recovered from international distributors and fans who had made 
their own recordings. In his book about these recovery efforts, Richard Molesworth 
(2013) describes Doctor Who’s cultural value:  
Doctor Who was an immense part of the British television landscape back in the 
1960s and 1970s… Of course, Doctor Who continued on BBC1 until the end of 
the 1980s, but it was the early years of the programme, in that pre-video age, that 




Some of this interest was generated by the BBC’s decision to air “vintage” Doctor Who 
serials for the first time in 1981. Previously, repeats were shown occasionally, but they 
were always contemporary to that era. Around the same time the list of missing episodes 
was released in Doctor Who Magazine, which brought further attention to the issue 
(Molesworth 2013, 10). With home media technology becoming increasingly accessible, 
the desire to revisit this old content could look like a lucrative opportunity, once the BBC 
recovered the missing episodes. 
As of 2017, only ninety-seven episodes remain missing, which leaves some 
serials incomplete while others are missing altogether (Rossen). Hills and Garde-Hansen 
(2017) describe how fans have tried to reconstruct episodes using photographs of the 
episodes and audio recordings, which “[f]ans had made… [because] this was the only 
way that Doctor Who could be reexperienced by the “average television viewer” prior to 
the emergence of video as a consumer technology… this was a common fan practice” 
(161). With the advent of the internet, fans were able to distribute these materials for 
others' consumption, which led to episodes being reconstructed by fans and distributed 
online. Francesca Coppa (2008) argues that early fan vidding can be attributed to female 
fans, who used vidding to assert their female perspective on content created for (and 
often by) a male point of view. Fan reconstructions, because they are trying to recreate 
lost content, likely aim to be faithful to the original rather than trying to assert a certain 
perspective. However, it is important to keep in mind that, even when it is not intentional, 
the fan’s perspective can color the resulting reconstruction. As many fan forum debates 




illustrates, even the industry professionals working together to create the content do not 
always agree on what is canon. This is another way in which fans can influence canon. 
Both reconstructors and wiki authors build canon based on their understanding of it. The 
key difference is that while the writers are presenting canon and the meaning they glean 
from it, the reconstructors are creating canon and building meaning by inserting their own 
creation into the series.  
Like fan reconstructors, the BBC has created its own official reconstructions 
using recorded audio and photographs, occasionally releasing them as part of other VHS 
box sets. More recently, however, the BBC has turned toward animated reconstructions. 
Animators use the available audio, in addition to photographs and production notes to 
recreate serials that can then be commercially released, or aired on television (and they 
have been). It demonstrates that the BBC is well aware of the value and marketability of 
this content. While money is likely a major factor, the decision to focus on reconstruction 
aids in filling in the gaps in Doctor Who’s narrative history. The reconstruction is 
positioned as officially sanctioned, which means it can be considered canon. This is 
another area where Booth’s archival concept is useful. Booth (2014) explains that 
archives are always open to change, while periodization sets specific details in stone as 
the official canon. While BBC’s reconstructions call themselves official canon, there are 
still other fan reconstructions depicting different interpretations. In periodizing Doctor 
Who, there is only one correct version, the official one. In an archive, all of these versions 
can exist together as the archive is open to interpretation. However, this leads to an 




the narrative of Doctor Who. 
 
Home Media as Archive 
Originally, recovering Doctor Who was an effort by the BBC archivist, but once 
content was recovered it wasn’t long before the home media market was explored. The 
first Doctor Who content given official home video release was a Fourth Doctor story, 
“The Revenge of the Cybermen,” which was released in the U.K. in 1983 and in the U.S. 
in 1986 (TARDIS Data Core). The BBC continued to release VHS tapes of Doctor Who 
all the way until 2003, which means that the releases began when the program was not at 
its most popular and stopped before the revival. The BBC released the first Doctor Who 
DVD, “The Five Doctors” serial, in 1999 as part of a way to test the DVD market (“List 
of BBC DVD releases,” TARDIS Data Core). Although it was not the only title released, 
Doctor Who was selected for release because it was considered part of British cultural 
heritage: “fans conceptualize missing Who as “cultural heritage”... For B.B.C. Worldwide 
to circulate “heritage” discourses around “lost” Doctor Who thus aligns with fan 
priorities… [and] with B.B.C. Worldwide’s commercial aims'' (Hills and Garde-Hansen 
2017, 163). In other words, the BBC uses the idea of “heritage” to justify the release of 
Doctor Who for home media. Heritage elevates Doctor Who from campy sci-fi to 
historical artifact. Even if the DVD did not sell well, it would still be a representation of 
British cultural heritage and a potential collector’s item.  
DVDs have been of particular usefulness in examining the finer details of a 




from one point to another and maintain timestamps that are effective in keeping track of 
what happens when. Kompare (2006) notes:  
DVD box sets… present their series complete, uncut, organized, pristine, and 
compact, all qualities sought by VHS collectors. Moreover, they often contain 
features not available over the air, including materials produced by fans 
themselves. In other words, DVD box sets provide the content of television 
without the “noise” and limitations of the institution of television. (352) 
 
DVDs are a technological improvement over VHS that boast better image and sound 
quality and do not need to be rewound in order to watch again. For Classic Doctor Who 
episodes, moving to DVD can be an opportunity to remaster old episodes by utilizing 
digital technology. Additionally, these box sets also come with special features, such as 
episode commentary, interviews, and making-of documentaries that can provide insight 
into the production process. To access these features, and the content itself, requires an 
interface that is simple and easy to use, but these menus have become an additional form 
of content, with sounds, pictures, and animation that serve as a framework connecting all 
the disks within a box set (Chamberlain 2010). Doctor Who box sets expand the narrative 
world for a more immersive experience and can, therefore, function as individual artifacts 
that can be collected (Gray 2010). 
The home viewing market has also helped in the proliferation of certain television 
shows. Kompare (2006) explains that by releasing one season before the next is set to air, 
its sales provide an incentive for the show to keep going. Doctor Who was not producing 
new episodes during its extended hiatus in the ‘90s, but the show did release VHS and 
DVDs. Lynnette Porter (2012) notes that these releases, in addition to other content such 




remained relevant rather than disappearing altogether. It is important to note that when 
episodes were released for home media, they were not individual episodes, but episodes 
that made up a complete serial. Doctor Who has consistently been released as completed 
narratives, whether that be the individual serials of Classic Doctor Who or the season-
long plot arcs of the revived series. This further presents Doctor Who as a concrete 
continuity with a cohesive narrative across almost six decades. 
Conclusion 
Although both official and fan discourse surrounding Doctor Who emphasizes 
chronology, continuity, and periodization, the way in which the media are released, 
presented, and consumed indicates that this is not the best way to understand the history 
within the Doctor Who narrative world. Paul Booth explains that such strict periodization 
cannot work when information continues to be altered, while Matt Hills notes that change 
has always been inherent to Doctor Who, both narratively and industrially. Even as a 
cohesive narrative arc has always been a central feature of Doctor Who, whether it is 
limited to a single serial or an entire season, strict periodization creates a conflict. 
Kenneth Muir, James Chapman, and Piers D. Britton each demonstrate how vast Doctor 
Who’s narrative history is. Britton particularly highlights that the Classic series was much 
less organized than the revival and less concerned with continuity. The increased value 
placed on canon and continuity is what contemporary viewers expect when they have the 
ability to re-watch content. These viewers look at Doctor Who’s narrative as history that 
is set in stone, even when the show itself resists such an idea. After all, as a time traveler, 




Chapter 2: Melodrama, Fanfiction and the Doctor Who Revival 
Introduction 
 
River Song is a character who was introduced to Doctor Who in Series 4, but was 
later established as a significant love interest for the Doctor. Inspired by Audrey 
Niffenger’s best-selling novel, The Time Traveler’s Wife (“Steven Moffat, Executive 
Producer of Doctor Who” 2013), the love story between the Doctor and River happens in 
reverse. They never are together for long, nor do they get to establish a life together. The 
Doctor first meets River at the end of her life, while River first meets the Doctor when it 
looks like his life might be ending. The episode in which River meets the Doctor is called 
“Let’s Kill Hitler,” and at the end of it, the Doctor gives River a diary to keep track of 
their relationship. Like the fan practice of maintaining detailed histories of the Doctor 
described in Chapter 1, River keeps a detailed record of her encounters with the Doctor 
because she loves him and needs to be able to engage with him at any point in his 
timeline. What makes River different from the fan archivists she resembles (aside from 
being a fictional character that exists within the Doctor Who narrative) is that the Doctor 
loves her back. 
Romance was a taboo subject during the Classic era of Doctor Who. From the 
outset, the series was planned to include an older man and a young woman/teenage girl 
exploring time and space together. The idea that they could at any point be traveling 
alone together without being related was anathema in the show’s early years. This is why 
the first young woman to travel with the Doctor was made his granddaughter. In contrast, 




season, there are little moments of flirting between the Doctor and his companion, Rose 
Tyler. They are often assumed to be a couple, which they deny, but Rose’s origins as a 
companion reflect a typical romance plot: leaving the comfortable boyfriend for the 
exciting time traveler. Rose goes against the urging of her boyfriend, Mickey Smith, to 
stay with him and at home, and she joins the Doctor in his space-time vehicle, the 
TARDIS, leaving the familiar at a run with a smile on her face. With the introduction of 
Rose as the first new companion for the Doctor in decades, romantic subtext and 
melodramatic storytelling become normal for Doctor Who, befitting its production in the 
global twenty-first century context. Here, melodrama is defined as a mode of American 
television that emphasized seriality and emotional connections. In 2005, these aspects 
were held up as markers of Quality, a discourse the BBC was eager to apply to the 
Doctor Who revival, as evidenced by the way in which the revival was positioned as an 
authored series under the BBC Drama department (Hills 2010, 26–27; Chapman 2013, 
189-190).  
When Rose finally returns to Earth, she learns a year has passed and in that time 
Mickey has been accused of her murder. It is a melodramatic scenario as Rose has lost a 
year on Earth, while for those on Earth it feels like she’s come back from the dead. 
Mickey’s feelings of abandonment are carried beyond the first season, but are best 
expressed when he says, “You left me! We were nice, we were happy. And then what? 
You give me a kiss and you run off with him, and you make me feel like nothing, Rose.” 
(“Boom Town”) Such explicit discussion of the emotional consequences of traveling with 




Doctor Who, inviting a more explicit engagement with melodramatic identification and 
imagination within the text instead of relegated mostly to fanfiction and fan speculation. 
One way of managing the melodramatic imagination, “[a]n excess of events and 
intensity of emotions” (Ang 1996, 85) is through creative means. Lisa Schmidt (2010) 
explains that the creation of fanworks, such as fanfiction, is related to melodramatic 
identification as a means of working out their emotions for the source text (5.3). Cult 
shows, like Doctor Who, inspire strong emotions in the people who call themselves fans, 
who, in turn, want to be able to connect with the Doctor on a more emotional level. For 
example, when Jo Grant leaves the Third Doctor for another man, it is difficult not to 
read the Doctor’s response as jealousy, even when the Doctor was being played by Jon 
Pertwee, an older actor (“The Green Death”). Many fans also consider there to be 
romantic tension between the younger-looking Fourth Doctor and his companion, Sarah 
Jane Smith, which was so pervasive that it was incorporated into her character in the 
revival (“School Reunion,” The Sarah Jane Adventures). Later in the Classic series, Tom 
Baker (the Fourth Doctor) had an offscreen romance with Lalla Ward (Romana II), which 
led to romantic tension between their characters on screen (“Romana II,” TARDIS Data 
Core). The Doctor Who revival fulfills these desires through genre hybridity, wherein 
melodrama is added to science fiction. 
The infusion of melodrama into Doctor Who demonstrates a trend in genre 
hybridity. Classic Doctor Who employed genre hybridity in a number of ways, drawing 
on Gothic Horror, American Westerns, and British Whodunnits (Harmes 2014). In 




time travel. However, I argue that melodrama is almost always present in the revival. 
This melodrama in the revived Doctor Who has a distinct connection to the influence of 
fans and their interest in melodrama. 
 
 
American Melodrama’s Influence on New Doctor Who 
Although Doctor Who is a distinctly British program, it has been greatly 
influenced by American media and culture. Lynnette Porter (2012) explains, “As [second 
showrunner Steven] Moffat steered Doctor Who into innovative if controversial [Science 
Fiction] territory in the U.K., the Doctor developed a greater presence in the U.S., in part 
because of BBC Worldwide’s and BBC America’s marketing strategies'' (3). When 
Steven Moffat and Matt Smith took the reins as showrunner and titular Doctor 
respectively, the BBC used this changing of the guard to reintroduce Doctor Who to an 
American audience. In her analysis of how American and British television programs 
differ, Porter (2012) describes “[y]oung physically perfect actors'' as one example. 
Currently, Matt Smith is the youngest actor to play the Doctor. His initial companion, 
Amy Pond has been described as the sexy companion (Porter 2012, 77) and provided a 
stark contrast to the elderly Wilfred Mott (or the voluptuous Donna Noble, a former 
companion who makes an appearance) in “The End of Time,” the last story of the Tenth 
Doctor’s era. In their early episodes, Amy Pond displays sexual chemistry with the 
Eleventh Doctor, even when it is revealed that she has a fiancé, offering the potential for 




not unique to American media, the melodrama Doctor Who demonstrates resonates with 
how American media expresses melodrama. 
Melodrama has become increasingly important to discussions of Quality 
television in American media in addition to seriality and canonicity. However, as Michael 
Kackman (2008) explains, there is a cultural aversion to melodrama in American 
television: “By saying that we need to reinvoke melodrama as the constitutive force 
behind much of what we call quality television, it’s not just to remind critics of the 
culturally low form that embodies much of what they like about current TV.” (Kackman 
2008). Although not exactly the same thing, the idea of “narrative complexity” is one that 
draws on many of the elements of serial melodrama. However, there is reticence to 
connect the two in popular discourse because melodrama is considered a low form of 
entertainment and therefore not a trait of Quality television. Kackman argues that it is 
important to recognize where this “narrative complexity” historically comes from. 
Michael Z. Newman and Elana Levine (2012) contend that soap operas, the epitome of 
serial melodrama, are considered low because of its associations with the feminine (82). 
Referring to serial melodrama as “narrative complexity” is a way to distance the concept 
from the feminine connotations. Recognizing “narrative complexity’s” roots in soap 
opera would go against dominant ideology and legitimate other feminized concepts. 
In the U.S., television melodrama is linked explicitly to the soap opera genre. Jane 
Feuer (1984) describes “melodrama as creating an excess” (8). For example, Feuer 
(1984) explains that the daytime and primetime soaps of the 1980s all contain a great deal 




frequently conspire to create scenes of high (melo)drama” (10). However, what is most 
important perhaps is what she calls ‘narrative excess’, which “relate[s] to the serial 
structure of these dramas and occur[s] as a form of temporary closure within and between 
episodes and even entire seasons. It is serial form, even more than visual conventions, 
which most distinguishes the contemporary television melodrama from its cinematic 
predecessors.” (Feuer 1984, 12). This is, in part, how melodrama and seriality inherently 
linked.  
The link between seriality and melodrama goes back beyond the Victorian era and 
was noted for “not romance and domesticity but action, adventure, thrills and, yes, 
emotional shocks” (Schmidt 2013, 163).  Robert C. Allen (2004) credits serials narratives 
as critical in the development of broadcast television, particularly in the United States 
(242). Schmidt (2013) similarly notes how well television and seriality go together 
because of its ability to release content regularly and frequently: 
Seriality means that the story is built upon connections between episodes, that 
characters have a memory and a history... Serialized shows demand an investment 
from the viewer beyond a single, one hour block of time, but with this investment 
comes the possibility of greater emotional impact. If seriality gives an author time 
to develop the story of a character or characters, it also ensures that, having 
become acquainted with that lengthier story, the viewer will be that much more 
invested in the character’s situation. (166) 
 
Essentially, seriality helps the viewer connect with the characters, which increases the 
emotional reaction to the things that happen to them. This is how seriality aids 
melodrama. 
Chapter 1 established that continuity is more important in the Doctor Who revival 




massive canon. It shouldn’t be surprising then, that Doctor Who uses its vast amount of 
narrative history to heighten emotion. For example, in Series 10, the Twelfth Doctor is 
working as a professor at a university. In his lectures, he notices a young woman who 
smiles when she doesn’t understand something instead of frowning (“The Pilot”). He 
invites the woman, Bill Potts, up to his office and in the course of explaining why she 
caught his attention the camera shifts to an old photograph on the Doctor’s desk. It is a 
picture of Susan, his granddaughter and the very first companion in Doctor Who. For 
those who know this history, this suggests that Bill will become the Doctor’s latest 
companion. Later on in the episode, Bill is explaining that she doesn’t have any 
photographs of her mother, who died when she was young: “But if someone’s gone, do 
pictures really help?” (“The Pilot”). At this line, the camera goes to the photograph of 
Susan and shows that there is a picture of River Song next to it. River was perhaps the 
most overt love interest of the Doctor and was technically his wife. As I explain in the 
introduction, River was a love interest of the Doctor’s. She appeared in Series 4, 5, 6, 7, 
and the Christmas Special, “The Husbands of River Song,” which was the last episode 
aired before “The Pilot.” For River Song, “The Husbands of River Song” is the last time 
she will see the Doctor before he meets her for the first time, which is when she dies. 
Basically, Susan and River Song are two loved ones from the Doctor’s long history and 
are no longer with him. While the context of the scene between the Doctor and Bill 
makes it clear that the photographs represent two of the Doctor’s presumably deceased 




Doctor Who’s Echoes of American Soap Opera 
 
The American soap opera has long been looked down upon by critics as “waste-
of-time women’s trash” (Allen 2004, 244). Allen (2004) explains “[t]he “opera” in soap 
opera signals a travesty: the highest of dramatic art forms is made to describe the lowest” 
(244). Allen (2004) cites the literal connection between trash and soap opera as they 
demonstrate the consequences of “dirty little secrets” (242). Soap operas have long been 
considered a feminine genre connected with domesticity. It’s right there in the name, 
soap opera; because advertisements for soap are what often sponsored these programs on 
the radio in the 1930s. Soap operas air during the day under the idea that women are 
home taking care of the house all day and therefore the most likely viewer or listener. As 
a feminine genre it is therefore considered inferior to masculine genres within the 
dominant discourse. Additionally, soap operas are low-budget (relative to prime-time 
drama), serial melodramas. However, if we want to get technical, Classic Doctor Who 
was also a low-budget serial television program, although its seriality was limited to 
separate stories told over multiple episodes, rather than one long narrative. “[S]oap 
operas operate according to very different narrative and dramatic principles than more 
closed narrative forms: they are predicated upon the impossibility of ever ending” (Allen 
2004, 245). The first time the Doctor regenerated, Doctor Who became a show capable of 
maintaining the “moral imperative of the continuing serial form” (Feuer 1984, 12). The 
titular Doctor is capable of living forever and thus having adventures forever. Since the 
revival, Doctor Who has been further positioned as one long narrative that begins when 




This connection has been further developed in the inclusion of past Doctors in 
present stories. For example, in the 2017 Christmas Special “Twice Upon a Time,” the 
Twelfth Doctor and the First Doctor meet. Notably, the First Doctor is played by David 
Bradley, who played William Hartnell/the First Doctor in the Doctor Who biopic, An 
Adventure in Space and Time, which was released as part of the 50th Anniversary 
celebration. Casting Bradley as the First Doctor in both specials sets up continuity that 
not only links the biopic more firmly with Doctor Who (although Matt Smith also makes 
an appearance in the biopic as a future Doctor), but also more firmly tethers the idea that 
the Doctor in the Classic series is the same Doctor in the revival. Establishing that they 
are the same person stresses the idea that all of Doctor Who is just one long serial 
narrative. That both Doctors regenerate in the episode is also significant. Archive footage 
is used for the First Doctor, while the Twelfth Doctor regenerates with the explosion of 
light that has become the official expression of regeneration in the revival. Regeneration 
is the bridge that connects one Doctor to another, keeping continuity intact.   
While Doctor Who is an open-ended narrative, able to go on indefinitely, it also 
has an open beginning. The Doctor’s past prior to when the First Doctor and Susan arrive 
on Earth in 1963, is never explicitly explained. If the show followed Susan, it would be 
one thing, since Susan is presented as a child, this would be her origin. The Doctor, 
however, is already centuries old, suggesting a mysterious past. This open narration 
invites speculation and discussion:  
The open serial’s lack of closure enables it to accommodate a wide range of 
interpretations among its viewers. Indeed, the elaborate discourse about serials— 
generated by viewers as they watch…— reflects the process that occurs within 




While there are always hints or anecdotes, the Doctor never explicitly discusses their past 
beyond what has occurred within the show. For example, the Doctor has yet to talk about 
what made the Doctor and Susan leave their home planet, Gallifrey, or even any details 
about Susan’s parents. But each production team adds something that is both enlightening 
and obfuscating. The current Doctor, the Thirteenth, faced a massive revelation at the end 
of Series 12. Hints of the revelation begin not long after the Doctor’s regeneration when, 
in the second episode of Series 11, it is suggested that there is more to the Doctor’s past 
than she 2realizes (“The Ghost Monument”). This idea is the overarching plot of Series 
12 and leads to the big revelation at the end of the season, that the Doctor is not an 
ordinary Time Lord. She is actually the Timeless Child: a child from another dimension 
who was found by the originator of the Time Lords, and it is from this child that the Time 
Lords gained the ability to regenerate, with a limit set at 12 times.   
This dramatic revelation suggests that everything the Doctor knew about herself 
was a lie, but the idea comes out of nowhere. While the revival has always suggested that 
the Doctor wasn’t an ordinary Time Lord, the revival had not previously suggested that 
the Doctor was connected to the founding of the Time Lord civilization. The phrase 
“Timeless Child” is mentioned periodically throughout the season with an image of a 
child, but there is never any suggestion that the Doctor’s past goes back that far. It isn’t a 
mystery that provides clues throughout the season. Instead, the Series 12 finale, “The 
Timeless Children,” answers why she needed to return to Gallifrey, which she was told to 
do at the start of the season. 
 




In the Series 12 finale, “The Timeless Children,” the Doctor not only learns that 
she is the Timeless Child, but also that the Time Lords have forcibly made her young and 
erased her memory every twelve regenerations to make her seem like a normal Time 
Lord. The Doctor is shocked and appalled by this betrayal and it leaves a deep emotional 
scar. At the end of the episode, she is arrested for crimes committed by one of her 
previous incarnations, one of the ones she can’t remember, and placed in prison. In the 
next episode, the 2021 New Year’s Day Special, “Revolution of the Daleks,” the Doctor 
is exhibiting a massive emotional breakdown (which could explain why she is still in 
prison, since the Doctor typically always outwits her foes). This is the kind of melodrama 
American soap operas are known for: “dramatically intense plot points that caused great 
upheaval for characters, qualities that others within the culture might have labeled “soap 
opera”” (Levine 2020, 40). Levine (2020) explains that it was this excessive emotion that 
was disparaged for its feminine qualities. However, John Fiske (2010) contends, “Excess 
does not necessarily lead to subversive or interrogative readings: it allows for an overspill 
of meaning that escapes ideological control and that makes alternative readings possible” 
(196). There is a great deal that happens in “The Timeless Children,” but most of it is 
directly related to the Doctor’s character. These recent plot “complications… provide 
insight into the characters and their world” (Newman and Levine 2012, 90). In this case, 
the Doctor is learning that she was lied to about where she comes from. It also 
demonstrates one of the eight soap opera themes Tania Modleski lists in her book: 
“deceptions about the paternity of children” (Weibel 1977 qtd in Modleski 1982, 86). The 




on Modleski’s list: “the great sacrifice,” which occurs when all life on Gallifrey, her 
home planet, is destroyed (Weibel 1977 qtd in Modleski 1982, 86). 
Over a year after “The Timeless Children” aired in March 2020, fans are still 
conflicted about this plot complication. In his discussion of the practices of soap opera 
fans, Sam Ford (2008) explains:  
Viewers often build on their own interpretations of the text through a collective 
attribution of meaning, an act that often becomes a strong motivation for 
continued viewing of the show. Conversations among family or friends while 
watching, post-"story" phone calls among friends, and conversations at the 
workplace add interpretive layers to each day's text. (3.1)  
 
Ford argues that these interpretive layers are crucial to the daytime soap opera. So much 
of the soap opera is predicated on the characters’ emotions and what they are thinking 
that discussion often results from trying to analyze and make sense of the shots that just 
focus on a character’s emotional reaction. Allen (2004) notes that soap operas contain 
“narrative gaps;” each episode answers some questions while asking new ones that won’t 
get answered until the next episode (251). This creates a “narrative gap” because the 
story is paused for a time before continuing. Viewers use this time to reevaluate what 
they just watched as well as discuss theories and reactions with other fans (Allen 2004, 
251). Because of the increased emphasis on canon, Doctor Who fans are trying to make 
sense of how the Timeless Child fits into continuity. In Series 6, it is suggested that Time 
Lords developed the ability to regenerate after being exposed to the Time Vortex (“A 
Good Man Goes to War”). In Series 12, however, flashbacks reveal how the Doctor’s 
DNA has been used to give Time Lords the ability to regenerate. Until new episodes are 




Fan Participation and Influence 
 
In Textual Poachers, Henry Jenkins (1992) describes how fans can take 
ownership of a text through their own creation of fanworks, while Charles William Hoge 
(2011) contends that fanfiction is a means of play. By being inspired to create, a fan has 
accepted the invitation to explore and play within the narrative world that so inspires 
them (Hoge 2011, 1.5). This play can lead to oppositional readings as fans discover 
ambiguities within a text that can be explored (Jenkins 1992, 32). Oppositional readings 
are made by those that read a text in a way that is contrary to its intention, as based on 
what society deems the correct or dominant viewpoint (Hall 1993, 103). Oppositional 
readings are particularly common because the dominant reading tends to be based in the 
male perspective, while many fan practices originate with female fans. This forces female 
fans to do additional work to find something to connect with (Coppa 2008). In fanfiction, 
“[m]any fans’ first stories take the form of romantic fantasies about the series’ characters 
and frequently involve inserting glorified versions of themselves into the world of'' a 
traditionally masculinized text because “traditionally “feminine” texts— the soap opera, 
the popular romance, the “woman’s picture”— do not need as much reworking as science 
fiction and westerns do in order to accommodate the social experience of women” 
(Jenkins 2006, 51; 45). Although traditionally masculine genres, science fiction and 
fantasy possess their own subversive potential (Johnson 2005, 7). Catherine Johnson 
(2005) argues that questioning societal norms or power structures “can only be 
represented through reference to culturally constructed notions of reality. By both 




understood to offer new (and potentially subversive) perspectives on society.” (8) 
Essentially, science fiction and fantasy create worlds with their own rules and values and 
are therefore far enough removed from reality that it is safe to critique the dominant 
ideology that exists outside the text. Fanfiction in the science fiction or fantasy genre 
should therefore be more than capable of displaying oppositional ideas. 
Hoge (2011) notes that Doctor Who has always subverted expectations, 
explaining: 
The Doctor Who textual world is rife with such violations of conventional 
expectation. Here we encounter the Doctor himself, a Time Lord who is capable 
of violating the line between life and death by regenerating his body and persona 
when he needs to, as well as violating the linear nature of time by traveling in his 
TARDIS. The TARDIS itself violates our understanding of how space works, in 
that it is tremendously larger on the inside than it is on the outside. (2.2) 
 
That the Doctor character is founded on contradictions is true of both Classic Doctor Who 
and the revival, but there are also ways in which the revival further pushes the subversion 
of traditional masculine science fiction with the inclusion of melodrama and romance.  
Classic Doctor Who did not portray the Doctor as a sexual or romantic being, and 
Hoge (2011) argues that this carried into the fanfiction, where creating romantic or sexual 
situations for the companions (rather than involving the Doctor) was more common 
because it was closer to the source material (4.5). However, Christopher Marlow (2009) 
specifically discusses one example of fanfiction that was published in 2004, in which 
Sarah Jane is referred to as one of the Doctor’s “Old Girlfriend”s (53). This demonstrates 
that romanticizing the Doctor is not a new idea.  It is possible that fanfiction based on the 
Classic series would have oppositional significance since Classic Doctor Who positions 




Fourth Doctor and Sarah Jane Smith as possessing romantic subtext. The idea jumps from 
fan speculation to in-text discussion in “School Reunion,” a Series 2 episode in which the 
Tenth Doctor meets Sarah Jane. It is an emotional reunion between the Doctor and Sarah 
Jane because, while Sarah Jane is happy to see the Doctor again, she also feels like he 
abandoned her and, in that time, she aged the way a normal human is expected to, which 
leads to some feelings of inadequacy. The Doctor has his own emotional conflict. In the 
episode, he explains that the separation between Doctor and companion is emotionally 
painful, but so is the fact that the Doctor doesn’t age. Sarah Jane is a demonstration that 
humans do. The entire incident is meant to provide the Doctor’s current companion, 
Rose, with some insight. The suggestion is that the Doctor once had strong feelings for 
Sarah Jane, but he still left her, so what does that mean for Rose? The episode 
foregrounds the emotional and romantic (if not fully acted on) relationship between the 
Doctor and his companion(s). Sarah Jane and Rose are initially jealous of each other, but 
later bond over the Doctor as someone worth “getting your heart broken for” (“School 
Reunion”). The subtext is further brought to the screen in that episode when the Doctor 
almost admits that Rose and/or Sarah Jane could be someone he loved (although he only 
implies the word “love”), continuing the new Doctor Who trend of strongly implying 
romance while keeping admissions of romantic love out of the Doctor’s dialogue. 
Romantic love is repressed but also very present in the revival of Doctor Who, further 
connecting it to the history of melodrama (Joyrich 1988). 
Rose Tyler, the first companion of the revival, becomes a love interest not long 




established until the Tenth Doctor’s tenure, there were suggestions of a romantic 
connection between Rose and the Ninth Doctor throughout Series 1. For example, in 
many episodes, people assume they are a couple, but Rose makes it clear in “Aliens of 
London” that the Doctor is “much more important” than any boyfriend could be. In the 
last episode of Series 1, “The Parting of the Ways,” the Doctor kisses Rose to save her 
life. Although the narrative sets it up as a necessary action, it is framed as a romantic 
moment with dramatic music accompanying it. It is an acknowledgement of the romantic 
tension that’s built up over the season. Additionally, in saving Rose, the Doctor dooms 
himself and, at the end of the final episode, he regenerates. 
In the Tenth Doctor’s first official appearance, “The Christmas Invasion,” which 
was also the 2005 Christmas Special, the Doctor suffers some malfunctions following his 
regeneration. After the Doctor collapses, Rose is very worried and she explains to her 
mother that “I thought I knew him, Mum. I thought me and him were…” (“Christmas 
Invasion”). The sentence trails off, but it is implied that Rose thought there was a deeper 
connection between herself and the Doctor akin to romance, so his sudden change in 
appearance (and personality) scares her and makes her feel like perhaps she doesn’t know 
the Doctor that well at all. 
Despite these misgivings, romance blossoms between the Tenth Doctor and Rose 
more overtly than it did with Nine. It may have something to do with the fact that, prior 
to Doctor Who, David Tennant (the actor who played the Tenth Doctor) was known for 
his role as Casanova in a series of the same name. With the romance already established 




actor known for his role as a famed romantic character. Particularly, as the Tenth Doctor 
finds himself in many romantic situations during his tenure, which have inspired fans to 
further explore that aspect of the Doctor in general. 
Even over a decade after they last appeared together on television, the relationship 
between Rose and the Tenth Doctor has a significant presence in the fanfiction 
community. There is a particularly robust presence on Archive of Our Own (AO3), which 
is a massive fanfiction database managed by the Organization for Transformative Works, 
an organization that looks to protect fan creativity. The “Tenth Doctor/Rose Tyler” tag 
has over 10,000 titles on AO3, some of which are still being updated.  Under the “Doctor 
Who” tag, the “Tenth Doctor/Rose” tag has more than twice as many stories attached to it 
as the tag that comes in second. Many of them are also part of series, in which the author 
releases interconnecting stories, which further demonstrates fan interest in seriality and 
creating a longer narrative history to draw from. 
Melodrama and romance have been part of fan fiction since the beginning. One 
particularly prevalent topic within fanfiction is slash fiction, which puts two characters of 
the same sex in a romantic and/or sexual relationship. It is another way in which fans 
subvert the dominant ideology posited by the source text: 
Rather than viewing the media sources as heteronormative texts that are 
consequently queered by imposing same-sex romance, many fan writers regard 
their reading as simply teasing out the subtext— that is, rather than interpreting 
the absence of romantic entanglements as heteronormativity, fans often 
appropriate and redefine the empty spaces and read the text against its industrial 
and historical context. (Hellekson and Busse 2014, 76). 
 
The dominant position often erases characters that do not fit a specific mold, such as 




discourse, if it’s not explicitly stated then that means heterosexual) is a deliberate 
oppositional narrative choice. Schmidt (2010) contends, “many slash stories dwell on 
situations of intense pathos, scenarios of emotional surfeit nearly unmatched in any other 
form of narrative.” (1.5) Slash fiction can be a form of exploring complex characters, 
particularly when enemies are paired together. It suggests that there is deeper meaning 
behind antagonistic behavior. In Doctor Who, there is a history of slash fiction involving 
The (traditionally male) Doctor and The (traditionally male) Master.  
 The Master is a Time Lord, like the Doctor, and a character that originated in 
Classic Doctor Who. The Master is considered to be a quintessential Doctor Who villain, 
having appeared in not only the Classic series, but the TV movie, and the revival. The 
first time the Doctor meets the Master in the revival is at the end of Series 3. Marlow 
(2009) describes their first conversation as “emotionally charged,” because they are the 
last two existing Time Lords, but the lines denote a closer relationship than that3 when 
the Master responds to the Doctor’s emotional plea by asking if the Doctor is asking for a 
date (54). The Master dies in the episode that follows, choosing not to regenerate: 
the Doctor cradles the dying Master in his arms and weeps openly when his 
enemy refuses to regenerate… moments such as these arise from material 
produced during the years that the series was off air, and are already being 
refolded back into the slash genre of fan fiction. (Marlow 2009, 54). 
 
Although this is part of the canonical text, it still demonstrates the pathos Schmidt 
describes. Arguably, if they were romantically involved, the fan fiction would underscore 
this moment as even more heartbreaking. On AO3, there are over 4500 stories with the 
 
3 The Doctor and the Master are connected as the last two members of their species, but also have 




Doctor/Master tag, with stories still updating, but not all of it is slash fiction. 
In Series 8, the Master returns as Missy, a female incarnation, who is overtly flirty 
and sexual with the Twelfth Doctor (“Dark Water”). This adds additional meaning to the 
Doctor’s previous interactions with the Master. The Master suddenly returning from the 
dead is another melodramatic American soap opera trope and fits in well with the trend in 
that direction. However, the depiction of the Doctor and the Master as a heterosexual 
couple responds to slash fiction by subverting the oppositional reading made in fan 
fiction. In other words, the official canon reappropriated the pairing into the dominant 
heterosexual ideology. The decision can be seen as one that is appealing to longtime fans 
and their suspicions, but it removes the idea that this is a line that cannot be crossed; the 
relationship is completely un-opposing and therefore less dramatic. Missy also falls into a 
submissive role with the Twelfth Doctor. Constance Penley (2014) describes slash fiction 
as a more idealized relationship: “writing a story about two men avoids the built-in 
inequality of the romance formula, in which dominance and submission are invariably the 
respective roles of men and women” (177). Heterosexual romance can only exist between 
a submissive female partner and a dominant masculine partner, while slash, or 
homosexual romance, is a relationship of equals (Lamb and Veith 2014). 
In Series 10, the Doctor is serving as Missy’s jailor and trying to reform her, and 
it seems to be working (“The Lie of the Land”). Years and years of content depicting 
aggression and conflict, and suddenly the Master is willing to change. Missy even 
sacrifices herself for the Doctor, demonstrating a deeper fondness than previously 




past self, the Master is disgusted by such weakness, even though he did the same thing in 
“The End of Time— Part 2.” After the Master is resurrected in “The End of Time— Part 
1,” he once again meets the Tenth Doctor and sides with him against The Time Lords, 
who are about to destroy Earth. The Master’s actions are framed as vengeance against the 
Time Lords, however, rather than deep fondness for the Doctor (even if it can be argued 
that that was a factor). Animosity seems to be their most consistent mode. The most 
recent versions of the Doctor and the Master are a female Doctor and a male Master. 
Interestingly, while the Doctor defeats the Master and outwits him in their first meeting, 
she almost loses the second time they meet. She lives through the episode thanks to the 
actions of someone else. This is not the first time someone else has saved the Doctor’s 
life, but it is notable because it suggests that this female Doctor may not be the same 
match against the male Master. While this is a dominant reading, there is still the 




Matt Hills (2010) suggests that the Doctor Who revival “regularly incorporates 
‘character’ or emotional moments into its adventure-oriented… narratives. In one sense, 
this appears to involve ‘giving fans what they want’, or reflecting a fan’s way of 
experiencing the series (as made up of special moments)” (28). Essentially, there is more 
emotion and drama in the revival. While the Classic series had action and adventure, it 
did not delve into the characters emotions very deeply. The loss of a companion didn’t 




a greater priority, displaying the kind of romance that the Classic Doctor was not allowed 
to pursue. This is a demonstration of how the evolving fan practices are connected to the 
revival series. The next chapter will further examine scenarios in which fans have official 




Chapter 3: Fans as Showrunners and the Doctor Who Revival 
Introduction 
Television authorship has evolved into brand management. The television author 
is often referred to as a “showrunner” in academic, industrial, and popular discourse. The 
showrunner is the head writer and a producer who is positioned as the leading creative 
authority on a particular television series (Perren and Schatz 2015, 90). This role also 
historically included managing interactions with the production staff and the network, but 
today also includes “connect[ing] with fans via social media” (Perren and Schatz 2015, 
88; 90). However, while the concept has become a regular part of media discourse, the 
idea of a “television auteur” is actually a more recent development. John Thornton 
Caldwell (2008) explains that while auteurism played a seminal role in the development 
and growth of film theory in the postwar decades, but there was difficulty in applying this 
theory directly to television (198–199). Caldwell (2008) argues that television is not just 
an artist creating art, but an industry producing a product (201). Even as films aspire to 
bring in large amounts of money, there is still the idea of artistry attached from the early 
days of film. Television is the opposite: because television rose to prominence as a solely 
commercial form of entertainment in the United States, the idea of television as an 
expression of artistry is still a new one. One of the reasons for this is that there are 
typically multiple potential “authors” of a television show: writers’ rooms of multiple 
writers, varying directors, and influences from corporate authorities, such as the network 





People still try, however. Michael Z. Newman and Elana Levine (2012) explain 
that although television is a “massively collaborative endeavor,” popular discourse would 
put all creative decision-making in the hands of the showrunner (53). By boiling it down 
to a single author, it can be argued that the content produced is based on an artistic vision. 
In describing television as the work of an artist, the work itself becomes art, raising its 
place in the cultural hierarchy, even as the hierarchy is an artificial construct based on the 
dominant ideology. This form of branded authorship has evolved in the twenty-first 
century to incorporate more awareness of the showrunner’s role as brand ambassador. 
Denise Mann (2009) explains that showrunners are now required to have an “implicit 
understanding of the corporate ethos inherent in creating and selling a successful 
multiplatform TV brand” (108). Showrunners need to understand the current industrial 
context in which their show is airing. As the entertainment market becomes increasingly 
crowded, “media branding is [used] to attract target audiences and… generat[e] positive 
brand equity [which] necessitates ‘fostering a number of possible attachments around the 
brand, be these experiences, emotions, attitudes’” (Wayne 2018, 727). One of the ways in 
which a showrunner can prove themself to be a good choice for brand management is by 
demonstrating their own fandom. 
The “fanboy auteur” is a term coined by Suzanne Scott (2019) that refers to fans 
who grow up to become creative leaders on the texts they are fans of. It is a discourse that 
asserts that the selected individual is someone who understands both the property (as a 
fan) and how to create successful media (as a successful industry professional. The term 




to in everything… [and] relegates the female gaze to a secondary role,” which is a large 
reason why there are so few fangirl auteurs (Salter and Blodgett 2017, 159).  
Showrunners can use the fanboy auteur persona to navigate  “the convergence culture 
industry’s new dialogic relationship between media producers and media fans” (Scott 
2019, 144). In other words, they position themselves as a representative or voice for the 
fans. They are presumed to be working in the best interest of the property even as they 
remain industry professionals (and therefore possess legitimation that fan creators do 
not). The showrunner then uses their status as fanboy auteur as a means of marketing 
both his own brand and that of the media text. 
The Doctor Who revival used this American strategy of elevating a show through 
a particular form of TV auteur, the fanboy auteur. Beginning with Russell T. Davies, 
Doctor Who has had designated showrunners that are implied to be central decision 
makers with distinct creative visions. Since Doctor Who’s 2005 revival, all three 
showrunners have positioned themselves as not only the artists responsible for the 
narrative direction during their era, but as lifelong Doctor Who fans. Russell T. Davies, 
Steven Moffat, and Chris Chibnall are all fans who have learned to capitalize on both 
their fandom and professional reputations in order to further their careers and shape the 
revival of Doctor Who. In this chapter, I will demonstrate how each successive 
showrunner has capitalized on their Doctor Who fan knowledge in a different way, which 
has had a dramatic impact on the narrative direction of the Doctor Who revival; each 
showrunner has brought in additional content from the Classic series, which leads to 




for the audience unfamiliar with the Classic series. 
 
Russell T. Davies 
In September of 2003, the BBC announced they would be reviving Doctor Who with 
Russel T Davies attached as writer: 
Doctor Who is one of the BBC's most exciting and original characters. He's had a 
rest and now it's time to bring him back," said Russell T. Davies, writer of the 
new series who is also responsible for hit TV dramas such as Channel 4's "Queer 
as Folk." “Although only in the early stages of development I'm aiming to write a 
full-blooded drama which embraces the “Doctor Who” heritage at the same time 
as introducing the character to a modern audience. (Associated Press 2003) 
 
Notably, this article positioned Davies as first and foremost a talented television writer; a 
discourse that continued throughout his time as showrunner. Davies’s writing career 
began as writer and script editor for On the Waterfront (BBC1 1988–1989), a program 
targeted at children. He worked in children’s television for many years before he made 
the jump to adult dramas in 1997 as the primary writer for the World War I drama The 
Grand (ITV, 1997–1998). However, his work as the writer and creator of Queer as Folk 
(Channel 4, 1999–2000), a drama centered on three gay men, made Davies a household 
name. By the time Doctor Who was announced in 2003, Davies was fully established as a 
talented industry professional, and his work on both children and adult television series 
made him a good choice for the family-oriented program, which would hopefully appeal 
to all ages. His experience would be emphasized later with the Doctor Who spin-offs, 
Torchwood and The Sarah Jane Adventures, which were aimed exclusively at adults and 




Based on his work, especially with Queer as Folk, Davies created a reputation as 
a talented writer. Christopher Eccleston credits Davies’s talents as why he agreed to work 
on Doctor Who. Previously, Eccleston and Davies had worked together on The Second 
Coming (ITV 2004), for which both actor and writer were critically praised (Lawson). In 
one interview, which is also included as a Special Feature on the Series 1 DVD Boxset, 
their prior collaboration is the first thing Eccleston mentions, while another featurette 
includes Davies telling a story about how Eccleston sought out the part upon learning he 
was the writer, rather than due to any particular fondness for the Doctor Who itself 
(“Interview with Christopher Eccleston (BBC Breakfast);” “Bringing Back the Doctor”). 
Eccleston explains that he wanted to play the Doctor for two key reasons. The first reason 
is because he had never worked on a family or children’s program before. The second 
reason is Davies, whom he describes as the reason the show was revived to begin with: 
“[Doctor Who] came back because one of our most brilliant writers wanted to address it, 
Russell T. Davies” (“Interview with Christopher Eccleston (BBC Breakfast)”). During 
the interview, Eccleston also explained that he was looking forward to seeing such a 
talented writer writing for children. Eccleston felt that Davies’s writing would elevate the 
work and provide a sophistication to Doctor Who that was not often found in 
programming that children could enjoy. 
Davies’s own comments throughout the behind-the-scenes features on the Doctor 
Who Series 1 DVD box set do not reflect his later cultivated reputation as a fanboy 
auteur. The fanboy auteur is a media professional already established in the industry hired 




status both as a fan and as the showrunner to assure audiences and industry professionals 
that an intellectual property is in qualified hands (Scott 2019, 161). Scott (2019) uses 
Davies as an example of a fanboy auteur, although he was not positioned as such during 
the first years of the Doctor Who revival. While he periodically mentions his love for the 
series, his fandom was not a focus of publicity early on in the series, particularly when 
compared to his successor, Steven Moffat. Doctor Who was not expected to gain positive 
critical attention.  
Although it received more than twice the number of episodes than originally 
anticipated (from 6 to 13), early reviews were not positive (“Interview with Christopher 
Eccleston (BBC Breakfast).” There were concerns about comparisons to the original and 
the changes Davies had made. As Chapter 2 previously explained, one of these changes 
was the addition of melodrama and romance. In addition to the Doctor’s kiss with Rose 
Tyler, the Doctor is also kissed by Captain Jack Harkness, a man who briefly serves as a 
companion. The TARDIS was another, more stark example of departure from the original 
series. The TARDIS interior didn’t change much over the course of the Classic series. 
The Classic TARDIS interior was designed in the early 1960s, so it had that 1960s-future 
aesthetic with a lot of white and chrome, bright lights, and big round things in the walls. 
Davies’s TARDIS was grungy. It looked like a mix between something organic and 
something mechanical and the lighting was usually very dim. For a viewer familiar with 
the Classic series, this would be a very jarring change. 
Media scholar Matt Hills (2010), who has written extensively about Doctor Who, 




publicized. What made Doctor Who so special for Davies was how the program inspires 
the imagination. Calling oneself a fan is very different from being a “fanboy” as later 
showrunners were characterized. Hills (2010) claims that Davies positioned himself as 
any ordinary fan at a time when fandom was less mainstream, but that also meant he 
understood how to appeal to fans for profitability. In much of the dialogue that Hills 
(2010) cites, Davies talks about Doctor Who as a television series, not as a franchise or a 
category all its own. In his podcast, Davies also made a point of describing the 
contributions from other members of the staff, rather than positioning himself as the 
Master of Doctor Who canon, although he arguably was at the time (Hills 2010, 29). 
Davies was responsible for reviving Doctor Who and steering the narrative during the 
first five years. What he chose to include or ignore affected the other writers. The 
decision to open up the Doctor to romance enabled further romantic attachments 
throughout the series, while how Davies depicted the Ninth Doctor’s regeneration has 
now become the standard for future regenerations4. This was all part of how Davies 
managed the Doctor Who brand during his tenure. While queerness and melodrama are 
never in short supply, Davies also worked to keep the show open to fan interpretations as 
he himself tried to remain true to the text. One example, Hills points out, is Davies’s 
creation of the Time War. It was an effective device used to explain the Doctor’s long 
absence from Earth (the period between episodes) and also provokes the imagination, 
which was left unfettered because Davies never directly addresses or attempts to depict it 
 
4 Prior to the revival, each regeneration had been aesthetically different. This could be because of 





(Hills 2010, 64–5). Davies has a great deal of reverence for the work the creatives did 
with Doctor Who prior to his officially sanctioned involvement. Hills (2010) uses the 
1996 television movie as an example, noting that Davies never tried to rewrite any of the 
previous events, specifically, the controversial decision to say the Doctor is half-human 
(something that one could blame on the involvement of American producers), which was 
more or less ignored during Davies’s run (63). By focusing on the most essential aspects 
of what made Doctor Who, Doctor Who, the revival was more accessible to a new 
viewer. 
In the first episode of the revival, “Rose,” Davies establishes a few key points 
about the Doctor: that he is from another planet, that he just recently fought in a really big 
war, and that he travels through time and space. The first episode of Classic Doctor Who, 
“An Unearthly Child,” established that the Doctor and his granddaughter are aliens who 
had to leave their home planet for a reason deliberately left ambiguous and now they 
travel through time and space. Both of these episodes cover the basics of Doctor Who. 
The key difference is the Time War. It provides an explanation as to why Doctor Who 
has been away from Earth (that is, off the air) for so long. Davies doesn’t ask that viewers 
be deeply familiar with/remember Classic Doctor Who. Under Davies, each season was 
built on the previous one, rather than on decades of content. For future seasons, it was 
more important to have some familiarity with the earlier seasons, but that is typical of 
serial drama in general. Knowing Classic Doctor Who might have added something, but a 
viewer can watch Series 1 without any prior knowledge and still understand what is 




Hills (2010) analyzes “Davies’ cultural and industrial positioning as Who auteur,” 
noting that Davies’s fandom was how he explained himself when he was criticized for 
moving into science fiction, which is considered a low genre (26–27). As a fan, Davies 
felt confident enough to argue that Doctor Who was capable of the same kind of emotion 
as that which could be found in his previous dramatic projects. His own emotional 
attachment to Doctor Who goes back to childhood when Davies “used to walk home from 
[s]chool… and you could imagine the TARDIS would be there and you’d run through 
that door” (Davies 2008 qtd in Hills 2010, 65). For Davies the fan, Doctor Who 
represents childlike wonder. One way in which this childlike love is displayed is in 
Davies’s repeated use of deus ex machina in season finales. The Series 3 finale is one of 
the most overt examples: the Doctor uses Time Lord psychic abilities in conjunction with 
satellites in Earth’s orbit to connect with the people of Earth and enhances his abilities, 
which enables him to alter his physical form, levitate, and perform psychokinesis (“Last 
of the Time Lords”). The description sounds very complicated, but the Doctor basically 
uses the thoughts of the people on Earth to obtain superpowers and defeat the villain. The 
Doctor often mentions how clever they are, but this solution doesn’t really depict the 
Doctor outwitting a foe. Instead, it is a quick solution that wraps up all the important 
aspects of the problem and returns the Earth to how it was before the villain began his 
attack. The conflict is easily resolved based on the idea that the Doctor always wins and 
that the Doctor can do anything. It’s comparable to how a small child thinks their parents 
are infallible when they are young, before they understand the nuances of the world. With 




because those are his fond memories as a fan. With a background in children’s television 
this is not surprising, but Davies is known more for his programs geared towards adults. 
The Davies Brand includes romance, melodrama, and queer representation. One 
prime example of both queer representation and melodrama is Captain Jack Harkness. 
Jack was introduced during Series 1 as a Time Agent from the fifty-first century, who is 
particularly notable for his omnisexuality. Jack flirts with almost everyone he encounters, 
which the Ninth Doctor cites as part of fifty-first century values. While Jack does not 
discriminate in his flirting, he is only ever directly depicted in a relationship with other 
men, but his interest in women is also depicted. In “The Parting of the Ways,” the last 
episode of Series 1, Jack kisses not only the Doctor, but also Rose, displaying an 
attraction and affection for both of them. Davies uses Jack to create melodrama with the 
Doctor; he dies, is resurrected permanently (dying and coming back to life becomes a 
common theme with him), desperately searches for the Doctor when he’s abandoned by 
him, and expresses an unrequited love for the Doctor. (He may also eventually become a 
super being known as the Face of Boe.) In the spin-off, Torchwood, there is a romance 
between Jack and subordinate Gwen Cooper, but his only sexual romantic relationship is 
with another subordinate, Ianto Jones. Although, the third season of Torchwood, 
Torchwood: Children of Earth does mention a past relationship with a woman and even 
introduces their resulting daughter. Torchwood is an example of what grown-up Russel T. 
Davies is capable of writing. Even as a Doctor Who spin-off, Davies’s fandom does not 
stop him from creating a series that includes sex, violence, and serious consequences to 




The Doctor Who revival reflects how Davies’s fandom seems to be characterized. 
Davies utilizes his understanding of the Classic series, which gets filtered through a 
childlike sense of wonder. While these memories may be brought out for Davies’s 
children’s programs, it does not get utilized in Davies’s adult programs, which are often 
focused on sex and sexuality. His approach for the revival of Doctor Who demonstrates 
his fandom, even if it was not overtly discussed, because he focuses on what made him 
become a fan in the first place, which takes him back to childhood. In this way, Davies is 
not the best example of a fanboy auteur. He is both a fan and a successful showrunner, 
but he does not take ownership of the Doctor Who franchise in the same way Steven 
Moffat has. Because Davies’s fandom is so tied to the simple memories of childhood, 
Doctor Who is simpler under Davies and more accessible to newer viewers.  
As the first showrunner for the Doctor Who revival, Davies was responsible for 
making the show appeal to both old and new audiences. This meant that it was important 
to not overcomplicate the narrative. Davies’s plot arcs were usually confined to within a 
single season; in contrast, the next showrunner, Steve Moffat, had plot lines that lasted 
multiple seasons. Davies also included details within the dialogue that helped explain 
something that wasn’t directly addressed. For example, Davies’s fourth season finale, 
“The Stolen Earth/Journey’s End,” reunites the Doctor with all of his previous 
companions (that have appeared within the revival). Even if the viewer doesn’t know 
who these characters are, they understand that they are the Doctor’s allies, which is the 
important part. That is the role they play and not knowing their history doesn’t change 




in order to understand the second half, but it is not necessary to understand the references 
to the past beyond that. Davies utilizes the soap opera trope of repetition: the dialogue 
explains what is needed to understand the story. This is how Davies created a sturdy 
foundation for future showrunners to build on, although the next showrunner was quick 
to increase the narrative complexity. 
 
Steven Moffat 
In Spring 2008, the BBC announced that Russell T. Davies would be stepping 
down as showrunner and that Steven Moffat would be his replacement (“Doctor Who 
guru Davies steps down”). Later, it was announced that David Tennant would also be 
stepping down as the Doctor. Moffat began his tenure as showrunner with the freedom to 
reinvent the Doctor: Davies’s last contribution to the script was the TARDIS exploding 
following the Doctor’s regeneration, after which the script was handed over to Moffat for 
him to write the Eleventh Doctor’s first lines (Davies and Cook 2010, 647; 650). Moffat, 
unlike Davies, presented himself as a fanboy auteur from the outset. He was very vocal 
about his passion for Doctor Who as a lifelong fan. “[Moffat] even joked that his whole 
career had been a ‘secret plan to get this job… I applied before but I got knocked back 
’cos the BBC wanted someone else. And I was seven.’” (Chapman 2013, 273) 
It is important here to note that the fanboy auteur concept is more than just being 
a fan and the showrunner. There are very specific connotations associated with the term. 
Anastasia Salter and Bridget Blodgett (2017) specifically look at Moffat as a showrunner 




Moffat explicitly invokes the importance of his fan boy status in describing his 
work on Sherlock: “Our own fan boyness about Sherlock Holmes means that 
there are absolute limits to what we can do. Ours is an authentic version of 
Sherlock Holmes” (Jeffires 2012). This, perhaps, defines the explicit barrier 
between “fan boy” and the “fan girl” turned auteur. The fan boy is allowed to 
construct “authentic” and canonical texts, thanks in part to the fact that those texts 
already represent him and his desires. The fan girl, on the other hand, is absent 
from those texts and her attempts to transform them are rejected as breaking with 
the “authentic”. (172) 
 
Essentially, most texts represent the dominant (read: male) perspective, and the 
female perspective (read: oppositional) is not welcome. The fanboy auteur specifies the 
gender because it is easier for fanboys to become media authors than fangirls. Female 
fans are often dismissed as not real fans (even as they originated many fan practices). The 
stereotype persists that science fiction fans are adult white men (Jenkins 1992, 10). Scott 
(2019) argues that fanboys use their status as part of the dominant voice to “leverage their 
identities for visibility and professional gain” and preserve their status as an expert 
through “perceived transparency, accessibility, and relatability” (183). Our society is 
dominated by a capitalist patriarchal voice which places higher value on the male voice 
and the male consumer. Since taking on the role of showrunner on Doctor Who, Moffat 
has presented himself as a representative of the Doctor Who fandom. In contrast, Davies 
did not set himself up as an authority in all things Doctor Who (Hills 2010, 64). Salter 
and Blodgett (2017) criticize Moffat for his dismissive attitude towards Sherlock fans and 
this attitude carries over into Doctor Who. In a 2013 interview Moffat talked about 
Doctor Who fans: 
I love Doctor Who fans," he says, "and I am a Doctor Who fan, but the show is 
not targeted at them. And to be fair most of them say: 'For God's sake don't make 
it for us.' They want it to be successful. They don't want it to be a niche thing, 




In the same article, which is titled, “Steven Moffat: 'I was the original angry Doctor Who 
fan',” Moffat describes the weight of responsibility, even as he presents himself as having 
a better understanding of what is best for Doctor Who. Andrew Harrison (2013) claims 
that Moffat seems to be stuck between fandom and industry professional. However, as 
much as Moffat may describe himself as a fan, he is still a BBC-sanctioned official fan 
who was able to turn his version of canon into reality. Moffat is a textual gatekeeper: 
while he may claim to love the fans, he excludes them in a way that Davies consciously 
tried to avoid. 
Gatekeeping is exactly what it sounds like, guarding the entrance, in this case, 
into the Doctor Who fandom. It suggests that in order to be an official fan, a viewer must 
meet certain requirements. As described above, this often happens with female fans 
because they are female and thus deemed outside the masculine norms of fandom, but 
minority groups are also victims of fan gatekeeping. In the context of Moffat and Doctor 
Who I refer to Moffat as a gatekeeper mainly because he presents himself as possessing 
superior knowledge and uses that to make the text less accessible for those who don’t 
have the same background knowledge. Or, lacking knowledge of the Classic series, a true 
fan must be faithful and devoted, not just some casual viewer. As both fan and 
showrunner, Moffat asserts superior knowledge of the Doctor Who property. James 
Chapman (2013) explains, “Moffat’s Doctor Who employs an extremely intricate and 
highly complex style of storytelling.” (280) In other words, the viewer needed to keep up 
with the episodes in order to understand what was going on. While Davies’s Doctor Who 




was still dialogue in place to explain the important details to the viewer even in season 
finales. Moffat’s season finales would provide a quick recap at the start of the episode 
(e.g. “Previously on…), but didn’t explain who the characters were when that detail was 
relevant to understanding the episode. 
While Davies provides all relevant background information in each episode, 
Moffat’s “The Name of the Doctor,” the Series 7 finale and the last episode before the 
50th Anniversary Special, requires background knowledge beyond the season-long arc to 
understand the villain of the finale, the Great Intelligence. While having watched Series 7 
will allow viewers to be familiar with the Doctor’s allies in this episode — Vasha, Jenny, 
and Strax, who had appeared in that year’s Christmas special and the previous season — 
and further knowledge of the previous seasons would make the return of River Song 
resonate with viewers. However, that is just within the context of the revival. To really 
have full comprehension of the Great Intelligence requires knowledge of the Classic 
series: the Second Doctor first met the Great Intelligence in “The Abominable 
Snowman,” a serial released in the 1960s (“Great Intelligence,” TARDIS Data Core).  
The Great Intelligence appears in two Second Doctor-era serials, “The 
Abominable Snowman” and “The Web of Fear” (“Great Intelligence,” TARDIS Data 
Core).  For “The Abominable Snowman,” only one episode out of six remains of this 
serial (Muir 1999, 151). Until recently, only one episode out of six remained of “The 
Web of Fear,” but four episodes were recovered in 2013 (this serial is set for home 
release in 2021) (“The Web of Fear,” TARDIS Data Core). The Great Intelligence 




appear in multiple Doctor Who novels, comics, and audio dramas(“Great Intelligence,” 
TARDIS Data Core). This means that when Moffat was writing the episode, only two 
episodes about the Great Intelligence were available out of twelve, yet he refers to the 
events of one of the serials in the Christmas special. This demonstrates superior fan 
knowledge because Moffat would have only been a child when those serials originally 
aired. He either remembered them from growing up, read or listened to one of the 
paratexts, or was knowledgeable enough about Doctor Who to know about this particular 
adversary. When the Great Intelligence appears in the revival, it is not necessary to know 
these references, but knowing explains why the Great Intelligence hates the Doctor so 
much, since they only met two other times in the revival. This is how Moffat asserts 
himself as not just a showrunner, but a fanboy auteur, with greater knowledge of Doctor 
Who. 
River Song is an example of how Moffat approaches Doctor Who as a BBC-
sanctioned fan. She first makes her appearance in a two-part story in Series 4, “Silence in 
the Library” and “Forest of the Dead” and is hinted to be someone important from the 
Doctor’s future, but he hasn’t met her yet. It is the first time the Doctor’s future is 
presented to them: the Doctor will meet River Song and she will be important to them. 
This is one way in which Moffat takes control of the canon, because he set up a future 
storyline before he was even showrunner. In fact, Series 5 begins the rest of River’s story, 
although the mystery of her identity wouldn’t be resolved until the mid-season finale of 
Series 6. Her story doesn’t end until the 2015 Christmas special, “The Husbands of River 




that would make it narratively challenging to use her in a future episode.  
Because Doctor Who is about time travel, there are ways in which the Doctor 
could reunite with past companions, even if the companions were dead. Still, all of the 
Moffat-era companions were diegetically isolated from time travel: River Song has 
already lived her life in reverse with the Doctor, Amy Pond and Rory Williams were 
killed by the Weeping Angels. Amy and Rory were the Doctor’s companions from Series 
5 through the first half of Series 7. The Weeping Angels are a monster that Moffat 
created that can only move when they are not being observed and kill people by sending 
them into the past. In “The Angels Take Manhattan,” the Doctor, Rory, and Amy meet 
River in 1930s New York. In order to defeat the Weeping Angels, Amy and Rory create a 
paradox in which Rory dies in two places simultaneously. This brings the entire group 
back to the present where the Weeping Angels manage to get Amy and Rory, sending 
them back to the past. There are two things that stop the Doctor from using the TARDIS 
to go and get them. The first is that the Doctor sees their gravestone. This solidifies that 
they died after living out the rest of their lives in the past they were sent to. To go back to 
where they were sent would create a paradox. Second, the Doctor has now made 
Manhattan, the 1930s specifically, a really “weak point in time.” If the Doctor goes there 
it may destroy the universe. This is how Moffat’s creations have remained his own. This 
can be linked to both the fan and showrunner aspects of the fanboy auteur. As a fan, 
Moffat is adding his own creations to the canon, while as a showrunner, he is exercising 
his powers to limit their use. 




Who. In their distinctiveness, Moffat’s creations tied through their uniqueness to his role 
as a singular showrunner and fanboy auteur, making his own mark on the show and its 
history. Amy and Rory were the first married couple to travel with the Doctor (Series 5–
7.1); Clara jumped into the Doctor’s personal timeline which enabled him to meet other 
versions of her (Series 7–9); Bill Potts was the first openly gay female companion (Series 
10); and Nardole was the first alien to become an official companion in the revival 
(Series 10). Moffat also writes characters that are complicated and challenge the Doctor 
with their large personalities. Davies’s companions (Rose, Martha Jones, Donna Noble, 
and Jack Harkness) always played a somewhat submissive role, even if they had big 
personalities, they deferred to the Doctor and didn’t really question his actions. Moffat’s 
companions were directly tied to the serial plot arcs. While the companions played a role 
with Davies, Moffat built plot arcs around his characters. He was very heavy handed in 
making them stand out in the larger canon.  
In the Davies era, Rose saves the day in “The Parting of the Ways,” but any 
companion could have done so. It wasn’t something tied directly to who she is as a 
character. In contrast, Amy has a direct impact on the events of Series 5. Amy lives in a 
very large house with only her aunt and with a crack in the wall that is actually a crack in 
time. At the end of the season, the Doctor explains that the reason she lives in such a 
large house with only her aunt is because the crack in time has been devouring pieces of 
her life. It is also used to explain why she doesn’t remember anything that happened in 
the Davies era, including planet-wide events. In closing this crack in time, the Doctor 




Even though the Doctor technically doesn’t exist in that moment, Amy’s brain has been 
altered by growing up with a crack in time, so she has maintained her memories of him. 
In remembering him, the Doctor and the TARDIS return (“The Big Bang”).  
The way Moffat demonstrates his fannish qualities is by his adoption of the 
“Original Character Do Not Steal” mentality, a phrase that was coined when fans began 
posting fanart online and one that carried over into fanfiction. This phrase embodies 
Moffat’s assertion of sole control over his creations, which he solidifies by creating 
narrative reasons why they cannot return. Amy and Rory are trapped living out their lives 
in the past and the Doctor cannot bring them back to the future because it could destroy 
the universe. Clara, Bill, and Nardole are also established as permanently dead in 
Moffat’s last episode as showrunner, “Twice Upon A Time”. In the 2017 Christmas 
special, “Twice Upon A Time,” the Doctor meets an organization that collects the 
memories of the dead right before they die. This means they can recreate anyone 
temporarily. Included in that catalogue are Clara, Bill, and Nardole, which indicates to 
the Doctor that all of them are dead. Circumventing any of their deaths would result in a 
paradox, which could destroy the universe. Chapman (2013) says, “It is tempting to see 
Moffat-era Doctor Who as a reflection of his own childhood memories of watching the 
series” (273). I argue that it is tempting because that is what he was doing. In killing off 
his companions, who were more integral to the plot than previous companions, Moffat 
makes sure that no one can change their story. Even if writers have the Doctor encounter 
one of Moffat’s companions in future episodes, they cannot change the narrative arc of 




characters do not die on screen, Moffat established that the Doctor cannot meet them 
again past the point where they were separated. The point is, that for many of Moffat’s 
characters, their future and ultimate end are already decided (even within the flexibility of 
time travel) and cannot be altered as a result. No other writer can use Moffat’s 
companions in a way outside of the narrative he wrote for them, only as a brief 
appearance that would not impact their timeline. They are Moffat’s original characters 
and no one can steal them and change them. 
Moffat further asserts his power as a fanboy auteur in the 50th Anniversary 
Special “The Day of the Doctor,” which connects Doctor Who’s past, present, and (at that 
time) future within his creative control. Taking further ownership of Doctor Who canon, 
Moffat fills in the blanks Davies left about the Time War. He shows the war itself, what 
happened, how it ended, and how the Doctor is no longer the last of his species (ignoring 
his longtime foe and fellow Time Lord, The Master). It basically undoes whatever 
purpose the Time War served when Davies first presented it. While Davies wanted to 
leave it open to the imagination, for other fans to play with or explore, Moffat wanted to 
provide a definitive ‘right’ answer. This answer includes appearances (old footage) of all 
the previous Doctors and a cameo of the Twelfth Doctor, who had already been 
announced by that time. It not only makes all of the events of the special canon, even if 
they superseded what was known about the long history of the Doctor, but also suggests 
that every Doctor was involved, taking seriality to a new level. The Doctor ends up 
saving the Time Lords, because Moffat’s Doctor always saves the day, which opens up 




people and being the last (ish) of his kind. 
In taking ownership of Doctor Who, Moffat’s management of the Doctor Who 
brand was significant. Even as a writer, Hills (2010) notes that Moffat’s scripts developed 
a distinct style, both as a writer under Davies and during his own era: “Moffat’s Hugo 
and BAFTA-winning scripts have… been read by fans as involving ‘signature’ devices… 
Moffat’s scripts are highly self-referential, referring to his earlier contributions as well as 
to Doctor Who fandom.” (Hills 2010, 31–2). Moffat also expressed a desire to build up 
the Doctor Who franchise. In interviews regarding Series 7, Moffat expressed a desire to 
make each episode feel grand and claims to have thus commissioned the movie posters 
developed for each episode. Rather than just one promotional image for the season as a 
whole, each episode received its own promotional attention. Moffat became the prime 
image of the fanboy auteur in asserting himself as a fan from the beginning and then 
taking ownership of Doctor Who, its canon, and its brand. This was even commented on 
in a parody released as part of the 50th Anniversary Special, The Five(ish) Doctors, 





This small cameo emphasizes Moffat’s brand as a Doctor Who fan. Derek 
Kompare (2010) talks about how the Battlestar Galactica showrunner works as a brand 
manager, both for himself and the series. One strategy is creating a podcast that is 
presented as casual and realistic with “the routine sounds of his life” (109). These types 
of  “podcasts… represent a particular kind of “television moment,” in which the producer 
(and his wife) ostensibly plops down on your couch as you watch the show.” (Kompare 
2010, 110) In other words, the way this producer frames his podcast sets up an intimacy 
with the listener which makes the producer feel more accessible to the fan. This 
appearance asserts Moffat’s identity as a Doctor Who fan while also poking fun at the 
stereotype of the adult white male fan, which includes traits such as being “brainless 
consumers who will buy anything associated with the program” who “are infantile, 
emotionally and intellectually immature… [and] unable to separate fantasy from reality” 
(Jenkins 1992, 10). Playing with toys demonstrates multiple aspects of the description 
Jenkins (1992) provides and does enough to associate Moffat with this stereotype to 
make potential fans feel unwelcome if they don’t demonstrate the same interest or 
devotion. This is further gatekeeping behavior because Moffat claims to represent the 
Doctor Who fandom at large. 
 
Chris Chibnall 
The Doctor Who showrunner following Moffat was Chris Chibnall, who wrote 
multiple Doctor Who scripts under both Russell T. Davies and Steven Moffat, in addition 




The Writer’s Tale, Davies (2010) describes Chibnall as integral to the writing of the 
second season of Torchwood (192). Chibnall began his career in theatre before becoming 
the writer and creator of Born and Bred (BBC One, 2002–2005), a drama set in the mid-
twentieth century. In addition to Doctor Who, Chibnall wrote for time-travel-based cop 
drama Life on Mars (BBC One, 2006–2007), and served as showrunner for Law & 
Order: UK (ITV, 2009–2014) and Camelot (Starz 2011), before creating Broadchurch 
(ITV,  2013–2017), a prestigious detective series starring David Tennant. Essentially, 
serious, emotional drama is his specialty. Therefore it should not be surprising that 
Doctor Who under Chibnall is more overt in addressing serious issues. 
So far, this chapter has positioned Russell T. Davies as pre-fanboy auteur; Davies 
was both a fan and a showrunner, but he didn’t exert ownership over the canon or the 
fandom. Davies’s primary focus seemed to be on making a successful television revival 
rather than the best version of Doctor Who. Steven Moffat is the epitome of fanboy 
auteur; his fandom was part of his authorial brand and the brand he emphasized as Doctor 
Who showrunner. Moffat established a closer connection to the Classic series that 
emphasized the vast amount of narrative history. These connections demonstrated the 
narrative history and continuity, adding weight to the franchise. Chris Chibnall similarly 
brought something new to the Doctor Who revival. Although the fanboy auteur is both 
relatively recent and highly prevalent, Chibnall may better represent a post-fanboy auteur 
ideology. When Chibnall was selected as the new showrunner, it was almost assumed 
that the next Doctor Who showrunner would be another fan. While much of the discourse 




auteur discourse— Chibnall’s fandom was not highlighted in the same way. Being a 
Doctor Who fan and the Doctor Who showrunner wasn’t a new concept (read: 
interesting) and Chibnall didn’t discuss it as much as Moffat. What was repeatedly 
featured was the comment that Chibnall made as a teenager critiquing a Doctor Who 
storyline as cliché, and that, as an adult, Chibnall was embarrassed by his teenager 
passion (Houghton 2018). However, he later showed how excited he was to work on 
Doctor Who: “It’s very emotional. I first saw Doctor Who when I was four. To sit here 
and see that and to hear… [the music] at the end. It’s really emotional.” (Hewitt 2018). 
For Chibnall, part of what makes Doctor Who great is that it “has a history of renewal, 
while also staying faithful to what it is” (Greenfield 2018). Chibnall claimed he was 
brought in to make dramatic changes (Lawson 2017), which makes sense since Moffat 
made similarly large changes when he took the reins from Davies. However, the choices 
Chibnall made as a showrunner suggest that, as a fan, he was very different from his 
predecessors. While Davies and Moffat were interested in introducing new elements to 
the television Doctor, Chibnall seemed keen to bring back some elements from the 
Classic series. This did not stop him from becoming the first showrunner to cast the 
Doctor as a woman, however.  
Casting Jodie Whittaker as the first female Doctor was a bold move for Chibnall. 
Chibnall had previously worked with Whittaker on Broadchurch and he was the one who 
encouraged her to go through the rigorous audition process (“Becoming the Doctor”). As 
the first female Doctor, the Thirteenth Doctor brought a new dynamic to the role. In a 




“Chris [Chibnall] was really keen to shake up the dynamics in the TARDIS by having a 
team of people working alongside the Doctor, rather than just a ‘companion’ style” 
(“Regenerating Doctor Who”). While the Doctor is ultimately the authority, there is more 
discussion rather than orders, and more independence for her companions, Graham 
O'Brien, Ryan Sinclair, and Yasmin Khan. While this egalitarian approach is an 
interesting take, that it happens with the first female Doctor doesn’t seem like a 
coincidence. As Scott (2019) details in her book, female fandom is not considered 
legitimate fandom next to male fandom. This idea is applicable beyond fandom and the 
media however (unfortunately). There is a dynamic in society that ultimately values the 
male more than the female. Katherine Harris and Peter Ridley (2019) explain:  
This raises questions about the ways in which the Doctor is characterised 
differently in this thirteenth incarnation, as a woman—and whether the 
differences are gendered. These are difficult questions to answer without resorting 
to precisely those 'petty stereotypes' that the twelfth Doctor hypocritically 
dismissed as insubstantial. Press reviews have lauded Whittaker and new 
showrunner Chris Chibnall for the continuity they have brought to the role and to 
the series. 
 
So, this could be just Chibnall’s way of exploring the character dynamics, or it could be 
seen as a reflection of gender norms in our patriarchal society. It is difficult to determine, 
but important to consider.  On the other hand, some of the Classic Doctor Who 
companions had similar levels of autonomy. Ian Chesterton (First Doctor) and Jamie 
McCrimmon (Second Doctor) are two companions that had a greater level of autonomy 
and were consulted rather than just commanded. So, while this could be an example of 
the insidious nature of our dominant patriarchal society, it could also be drawing on 




autonomy (they just stand out as one of the first companions and the first Scottish 
companion at a time when they were almost always English). 
 The Series 11 featurettes make it clear that Chibnall had a very clear vision from 
the beginning. Chibnall himself says, “it felt like a really great time to take over,” 
explaining that he was given an opportunity for a new beginning and a chance to “remind 
people how good Doctor Who is” (“Regenerating Doctor Who”). This is one area in 
which Chibnall demonstrates his love for Doctor Who. Here, Chibnall does draw on his 
status as both fan and showrunner to assure the audience, much like the fanboy auteur. 
He asserts his authority as both a fan and a showrunner because he possesses authority as 
a fan who understands Doctor Who. With his authorial powers and fan knowledge, 
Chibnall made the decision to be a little more faithful to the Classic series than his 
predecessors. Although Series 11 included no planets or characters from previous 
seasons, it was more episodic, like the Classic series. The Classic series was composed of 
serials of three to six episodes (usually) and told a complete story independent from the 
other serials. Some events might be remembered or have an effect (such as cast 
departures) but this was the general format. In both Series 11 and 12 the seriality was 
limited. Under Davies and Moffat, there were season-long (or longer) plot arcs and 
stories that were made up of two episodes (a part 1 and a part 2), but Chibnall dialed back 
the seriality. In Series 11 each story was contained within a single episode. The first 
episode did connect directly to the last episode of the season, but it was not necessary to 
watch any of the episodes in between to understand the finale. They were all self 




characters were changed by the events. Chibnall, as a noted drama writer, did not give up 
on serialized melodrama. Series 12 has an increased level of seriality with the first story 
made up of two episodes and directly referenced at the end of the season. Characters that 
appear in the middle of the season (“Fugitive of the Judoon”) play a role in the last 
episode of the season (“The Timeless Children”). The last three episodes of the season 
“The Haunting of Villa Diodati”, “Ascension of the Cybermen”, and “The Timeless 
Children” all follow an encounter with the same villain and the last two episodes are 
considered two parts of the same story. Season 12, in particular, demonstrates serial 
melodrama even without a plot arc like “Bad Wolf” appearing in every episode or a 
companion whose mysteriousness drives multiple episodes (River Song, Clara Oswald). 
In another nod to the Classic series, the Thirteenth Doctor isn’t depicted as an 
overtly sexual being, even as she is acknowledged as a woman and propositioned. 
Chibnall’s Doctor doesn’t seem to be interested in romance. So far all of the companions 
are single as well; in the first episode of Series 11, Graham’s wife dies (“The Woman 
Who Fell to Earth”). While Ryan might flirt a little, Yaz’s sexuality has been portrayed as 
ambiguous (which has led to slash fiction with the Thirteenth Doctor). Even with casting 
the Master as male again, there is no romantic tension here (although there is fanfiction 
that suggests otherwise). While Missy (the female incarnation of the Master) seemed to 
have a crush on the Twelfth Doctor, this version of the Master seems to almost violently 
hate the Doctor (“Spyfall, Part 2”). In Series 12, the Master is once again a vicious 
adversary with a fixation on the Doctor, some of which is also demonstrated through 




Doctor can be traced back to the Classic series, where the Master was more unscrupulous, 
just as he is under Chibnall.  
Science fiction has long been used as allegory. Chibnall’s Doctor Who has 
experienced a notable increase in political commentary (with one author even speculating 
that a female Doctor was selected for political reasons) (Treacy 2021; Sightings 2021). 
While a female Doctor may or may not be part of Chibnall’s political agenda, he is the 
first showrunner to include three full-time companions in the revival, and all of them 
represent a different demographic profile; Graham is an older white man, Yaz is a young 
woman of Indian descent, and Ryan is a young black man. All of these casting 
decisions— the Doctor and her companions— are addressed at least once; the Doctor is 
accused of being a witch because she is a woman with so much knowledge (“The 
Witchfinders”), Graham gets mistaken for the Doctor because he is an older man 
(“Spyfall, Part 1” and “Fugitive of the Judoon”), Ryan is nearly attacked for being black 
in the 1960s Alabama (“Rosa”), and they travel to the past to witness Yaz’s Muslim 
grandmother marry a Hindu man during the partition of India (“Demons of the Punjab”). 
Beyond addressing these issues, Chibnall also addresses capitalistic corruption 
(“Arachnids in the UK” and “Revolution of the Daleks”) and environmentalism (“Orphan 
55” and “Praxeus”). While Craig Sightings suggests that “the viewer feels like they’re 
just being lectured to week-on-week,” Ciarán Treacy argues “its few gestures in that 
direction [of political commentary] are shallow and performative” (Sightings 2021; 
Treacy 2021). The most recent episode, “Revolution of the Daleks,” seems pretty heavy 




military weapons that then attack the Earth. In the end, the media believes the American 
businessman is responsible for saving the world. There is a lot to unpack in the episode, 
but the general theme is a critique of global politics (with a specific nod to the 
Americans), capitalism, and the media, but whether it is a lecture or an empty gesture 
would be up to the viewer. However, most will agree that it is trying to make a political 
statement. 
Under Davies and Moffat, politics were not always so heavy handed, nor were 
they as frequently featured. It wasn’t that there were never any heavy-handed political 
episodes, there were just a fewer number of them per season. Under Davies, the story 
with the most obvious political message is “The End of Time,” in which President 
Obama is a character that makes a cameo. Under Moffat, the most overtly political story 
is from Series 9, “The Zygon Invasion/The Zygon Inversion,” in which the Doctor speaks 
at length about the futility of war. The Classic series, however, was more overtly 
political. Danny Nicol (2018) examines the Doctor and Doctor Who under multiple 
lenses: as a representation of Britishness, as an expression of changing political priorities 
in the U.K., as a possible war criminal under global law, and as a response to increasing 
corporate powers. It has been suggested that the Daleks, a Classic Doctor Who monster, 
represent the Nazis with their xenophobic ways. The Cybermen, another Doctor Who 
monster, have been suggested to represent the communists with their desire to convert 
everyone. Doctor Who has always been political, and it is something Nicol (2018) 
explores in depth. Classic serials have been just as heavy handed in their political 




Englishmen exploits a group of Welsh miners, commenting on environmentalism, racism, 
and capitalism (Nicol 2018, 91; 212). It depicts the Englishmen abusing the Welsh for 
profit with harmful environmental side effects. In another famous episode, “Vengeance 
on Varos,” the government on the planet Varos is run by a corporation that:  
has declared rich dividends by exploiting the planet’s labour and resources… 
encapsulat[ing] the situation under globalisation whereby transnational companies 
could increasingly threaten to transfer their operations from state to state in order 
to exact the best possible conditions from governments, including a political 
settlement that conforms to corporate wishes. (Nicols 2018, 218).  
 
The episode speaks directly to concerns regarding the global economy. These are just two 
episodes, but “The Green Death” is a Third Doctor serial, while “Vengeance on Varos” is 
a Sixth Doctor serial. It demonstrates how Classic Doctor Who was similarly heavy 
handed in its political allegory during its Classic run. Chibnall seems to be drawing on 
this tradition in his era demonstrating another way in which he is more faithful to the 
Classic series. 
Another example of Chibnall’s fannish adherence to Classic Doctor Who 
characteristics is the way he ends Series 12, which is still considered controversial. One 
article even claims that Chibnall’s status as a fan is part of the problem (Morrison). While 
Moffat brought back the Time Lords in the 50th Anniversary Special, Chibnall kills 
them; in the last episode of the season, all life on the Doctor’s home planet, Gallifrey, is 
destroyed (“The Timeless Children”). This is a bold decision that can be made so 
fearlessly because Chibnall is a fan; he is positioned as someone who knows the history 
of Doctor Who and is thus the right choice to make such decisions. “The Timeless 




Who before the revival. As mentioned previously, the Doctor is pointed out as special 
during the television movie in 1996; he is unique in being half human. While that plot 
point will forever remain iffy, this was not the first time that the Doctor was positioned as 
something beyond a simple Time Lord. Arguably, it’s something Davies also addresses in 
his hints about the Time War, suggesting that the Doctor possessed something special 
that enabled him to end it. However, in the late 1980s there was a proposed story arc that 
would distinguish the Doctor even further: The Cartmel Masterplan. The Cartmel 
Masterplan originates in Doctor Who Magazine and refers to script editor Andrew 
Cartmel who wanted to establish the Doctor as also being a mysterious founder of 
Gallifrey long ago (TARDIS Data Core “Cartmel Masterplan”).  
Chapman (2013) suggests that when Cartmel was selected to be script editor, 
essentially in charge of the narrative direction the show would go in, it was a 
demonstration of how the BBC was losing interest in Doctor Who, since Cartmel was a 
novice writer whose previous employer was a computer company (163). Cartmel was 
responsible for presenting the Doctor as a darker character and for reestablishing what 
made the Doctor mysterious (Chapman 2013, 163–164). The Cartmel Masterplan is a 
somewhat obscure concept. It requires knowledge of both the Seventh Doctor’s tenure 
and of Doctor Who fandom and fan texts. This plot is only hinted at in a few episodes and 
only fully explained in Doctor Who Magazine No. 341 (TARDIS Data Core “Cartmel 
Masterplan”). Although this issue was released in 2004, the Doctor Who revival was still 
in the production stages, meaning that such information would be limited to fans of the 




Doctor herself is actually a being from a parallel universe whose DNA contains the secret 
to regeneration. In other words, the Doctor is responsible for creating the Time Lord race. 
As a fan and the showrunner, Chibnall is able to draw on obscure Doctor Who 
knowledge, to affect continuity. However, rather than acting as a representative of the 
fans, like Moffat does, Chibnall isn’t even asserting himself, he is just making the choices 
he is authorized as both fan and showrunner to make. It is a step beyond the fanboy 
auteur who uses his fan status to market himself and the series. Instead, Chibnall, who 
has already been recognized as a fan and successful showrunner, is adapting canon based 
on his fannish desires. His superior knowledge marks Chibnall as a “true fan” but he does 
not act as gatekeeper because he doesn’t make it necessary to be aware of the obscure 
information in his Doctor Who.  
The information or elements of the Classic series that Chibnall chose to include in 
his iteration of the revival are not specific references to certain details or elements of 
continuity. Davies used dialogue to provide background information whenever he 
brought in a character from the Classic series. In the first episode, “Rose,” there is 
dialogue that explains that the monsters are the autons, whom the Doctor previously met. 
The story doesn’t require any additional information to make sense. Moffat expected fans 
to keep up. When an episode displayed pictures of previous Doctors, the audience was 
expected to understand who they are and the audience should know who River Song is if 
they have been faithful viewers. Chibnall, instead, draws on the characteristics of the 
Classic era. The Doctor doesn’t experience romance, the stories are more self-contained, 








 This chapter examines how a specific fan can affect the Doctor Who revival. 
Russell T. Davies, Steven Moffat, and Chris Chibnall all display different types of 
fannish behavior and it has had a direct impact on the show and demonstrates the traits of 
the fanboy auteur. At the most basic level, “fanboy auteur” is a term used to describe a 
fan who is the showrunner on their beloved text. The fanboy auteur is also part of a 
discourse that continues to delegitimize female fans, and another that examines how 
media producers and media consumers interact with each other. The fanboy auteur 
positions the showrunner as an approachable authority figure within the fandom who also 
happens to be the creative voice in the production of actual television series. In 
developing a brand of authorship connected both to creative control and the deep 
engagement with the property via their fandom, the showrunner has an “understanding of 
the corporate ethos inherent in creating and selling a successful multiplatform TV brand” 
(Mann 2009, 108). Russell T. Davies, Steven Moffat, and Chris Chibnall, as Doctor Who 
showrunners, have all been established as Doctor Who fans, but how they use that 
identity in their brand differs drastically. For Davies, the fanboy auteur discourse only 
began towards the end of his era. In contrast, Moffat seemed to epitomize the fanboy 
auteur in how he presented himself. Chibnall, however, seems almost a post-fanboy 




Regardless, all three will be remembered as influential showrunners on the Doctor Who 
revival. While Chapter 1 looked at how archival practices influenced the revival, and 
Chapter 2 looked at how creative fan practices and American influence affected the 
revival, this chapter looked to examine what happens when fans are able to interact 
directly with the text as showrunners. Davies, Moffat, and Chibnall illustrate how 
normalized some engagement with and understanding of fans and fan practices has 







Doctor Who first appeared on television screens almost 60 years ago. In those 60 
years, both the show itself and the fan practices of the fan community have evolved. 
What began as a television series intended to educate children in the 1960s has grown 
and changed into a series focused on the narrative of the Doctor, a near immortal alien 
who travels through time and space in a machine that looks like a 1960s British Police 
Telephone Box and is bigger on the inside than the outside (the TARDIS). Today, what 
often drives the story is the Doctor’s thoughts and emotions. The series draws on the 
massive narrative history to bring weight to the Doctor’s actions and emphasize the vast 
number of people the Doctor has saved and lost. British fans who grew up on the Classic 
series now use their own knowledge and nostalgia to explore who the Doctor is. And the 
show itself, in the form of its twenty-first century revival, has been shaped by fan 
practices and norms developed throughout the six decades of its existence. 
 
Chapters 
Fan archival practices influenced the Doctor Who revival in that they reinforced 
notions of concrete continuity by using periodization to organize the vast amount of 
narrative information. Whether they are writing academic texts or contributing to 
databases, Doctor Who fans have worked hard to present the complete narrative of the 
series. However, the show itself resists such structured and fortified commitment to 
continuity. Originally, re-watching technology wasn’t readily available, so it wasn’t 




wouldn’t matter whether or not there was technology for it; the BBC didn’t save its 
content. Doctor Who is not the only show that was lost. However, thanks to the efforts of 
Doctor Who fans, much of the lost content has been recovered and used to maintain and 
expand the canon of the sci-fi series. This gives greater insight into how the series began, 
but also exposes those places where the narrative was not consistent.  
The revived Doctor Who works very hard at narrative continuity even as the show 
itself resists the idea of an immutable canonical history for the show. That tension, 
however, would not be possible without the fan archive and focus on maintaining the 
show’s history. Doctor Who is about time travel. While the Doctor claims there are 
events that cannot be altered (“fixed points in time”), this does not stop them from 
interfering wherever the TARDIS appears. As a show about change, Doctor Who also 
faces the problem of, not only a cast that regularly changes, but a creative team that shifts 
periodically. Since the revival each showrunner has told drastically different stories of 
Doctor Who. The only real consistency has been the increase in seriality and melodrama. 
Having history to draw from, Doctor Who now utilizes the Classic series in the 
revival’s narrative. Previous Doctors and companions return, references are made to past 
events, but this also works to emphasize how the Doctor is positioned. In the revival, the 
Doctor is not just an adventurer, but is a three-dimensional person who has both saved 
and lost many people. There is a great deal of emotion attached to the Doctor’s past. Fan 
practices like fanfiction have spent decades highlighting the melodrama of the show, 
even within the Classic series. Fans not only draw on their memories, but also on what 




characters think and feel gets integrated into the revived series. In the revived series, 
story arcs have become commonplace across one or more seasons. The audience has 
more time to grow invested in the characters, who are given more narrative space to 
grow. The relationships between the characters shift and change with each adventure due 
to the increased level of seriality and melodrama, which focuses on emotions. Romance 
has also become an option for the Doctor in the revival, although not every showrunner 
has utilized it. 
Russell T. Davies was the first Doctor Who showrunner and played a key role in 
establishing the revival. This Doctor was different from the Classic Doctor, however. 
From the first episode, this revival Doctor flirts and experiences romance and attraction. 
Davies even links it back to the Classic series by bringing in a Classic companion and 
establishing that romantic feelings did exist— which is another way in which such 
concrete periodization and continuity is impractical. The second showrunner, Steven 
Moffat, increased the excess; there was a larger production budget, more melodrama, 
increased seriality, and more complicated romance. Moffat used his position as 
showrunner to add to his fanboy auteur brand. He presented himself as the perfect 
example of a Doctor Who fan, although this was only achievable because of Moffat’s 
already established career in the television industry. Many were skeptical when Chris 
Chibnall took over for Moffat, but the showrunner has shown an even deeper 
commitment to what Doctor Who has meant to him as a fan. Although breaking tradition 
with a female Doctor, this Doctor does not have romantic entanglements. Instead, 




them represent increasing levels of fannish behavior that has an impact on the revival by 
the fact that that fan behavior shapes their choices as showrunners.  
 
Fandom’s Impact and Beyond 
By examining different aspects of fandom and fan behavior, we can see how 
evolving fan practices influenced the Doctor Who revival. Collecting content and 
information has emphasized canonicity, even as the show itself resists such notions. This 
increased focus on narrative history can be seen in the ways in which fanfiction writers 
explore the thoughts and emotions of the characters they have seen on TV. Together, this 
influences the revival, which is also able to draw on decades of narrative content to craft 
a serialized science fiction melodrama. This is accomplished by the showrunners, who 
present themselves as fans in order to build confidence in their abilities. While Davies 
was responsible for what to focus on initially, Moffat pulled even more from the Classic 
series to further emphasize drama and romance. He also worked to present himself as a 
representative of all fans. In contrast, Chibnall is less interested in being presented 
himself as a fan and more interested in examining the obscure aspects of Doctor Who. 
Casting a female Doctor is one way in which Chibnall has sought to bring elements of the 
Classic series into the twenty-first century. The showrunners demonstrate what happens 
when fans are able to interact directly with the source text. However, they are also 
examples of fanboy auteurs, who are officially sanctioned and use their fandom as part of 
their larger auteur brand. Fans are having an impact on their preferred text, even if it is 




limits creativity and creative voices. 
This thesis only touches briefly on the consequences of a female Doctor. To best 
determine how the Thirteenth Doctor compares to her predecessors requires more data 
and analysis on what role the Doctor plays in a story, how many lines they have, and how 
much autonomy the companions possess. I am also limited by the number of episodes: 
since Chibnall took over, seasons have been reduced from 12 or 13 episodes to 10, 
although the next season is expected to be cut down to 8 as a result of the COVID-19 
pandemic. Chibnall and his female Doctor, Jodie Whittaker, have only held their 
positions for two seasons and two Holiday Specials. Aside from the pandemic, I question 
what other factors have led to the change in episode count. It is worth examining how the 
BBC currently views Doctor Who, Chibnall, and Whittaker and what audience numbers 
the BBC is working off of. 
In addition to this kind of production data, there is also more research to be done 
in the Doctor Who fandom itself. This paper examines wider fan practices, but does not 
look specifically at the fan community and the community-specific practices. There are 
multiple sites dedicated to Doctor Who as sources of information or as places to display 
fanworks that I reference but do not analyze. There is also investigating to be done in the 
convention scene. Doctor Who not only has a presence at larger conventions, such as San 
Diego Comic Con, but also has its own. In 2012, the BBC held a convention in Cardiff 
and there is a regular convention, Gallifrey One, that has been held for years. Additional 
work could be done in examining the fan communities attached to these events and 




I only briefly touch on the work of Doctor Who scholars. Matt Hills is particularly 
well known, while Paul Booth is connected to a Doctor Who study abroad program that 
goes to Cardiff. There are also social media personalities that have dedicated themselves 
to Doctor Who, some of whom have even created their own episodes. To that end, further 
investigation could be done not only in academic materials and fan creations, but in the 
paratextual materials such as toys, games, books, and comics that are both official and 
unofficial Doctor Who merchandise. I do not discuss, for example, the many novels and 
audio dramas that have been released that cover stories of previous Doctors. It is worth 
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